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INTRODUCTION 


HE first important step in the study of harmony is that of 
clarifying the Purpose of such study. Much confusion ex- 
ists today as to why we study musical theory and what 

hould expect ro learn from it, In the Present writers teaching 
EXperience this confusion of outlook furnishes the ,commonest and 
请 SRSerious obstacle to progress in all branches of musical theory, 

工 here are those who consider that studies in harmony，counter- 
Foinb and fugue are the exclusive Province of the intended com- 
SEE But if we reftect that theory mnust follow practice，rarely 
Fieceding it except by chance, we mnust realize that musical theory 
证 6ta ser of directions for composing music, It is rather the col- 
Ted and systematized deductions gathered by observing the Prac- 
Ofcomposers over a long time, and it attempts to set forth what 
iihas been their common practice. It tells not how music wi be 
Aiften in the future, but how music has been written in the Past. 

了 fie results of such a definition of the true nature of musical the- 
are many and important. First of all, it is clear that this knowl- 
edge 二 这 dispensable to musicians in all fields of the art，whether 
they be composers，Performers， conductors，critics，teachers，or 
iusicologists. Indeed, a secure grounding in theory js even more 
人 necessity to the musical scholar than to the composer，since 芝 
rmis the basis for any intelligent appraisal of individual styles of 
he past or present. 

On the other hand, the Person gifred for creative musical com- 
Easition is taking a serious risk in assuming that his genius is great 


Enough to get along without a deep knowledge of the common 
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Practice of composers. Mastery of the technical or theoretical 
aspects of music should be carried out by him as a life's work, run- 
ning Parallel to his creative activity but quite separate from it. In 
the one he is following common Practice， while in the other he is 
responsible solely to the dictates of his own Personal tastes and urge 
for expression. 

In the specific field of harmony we must first seek the answer to 
two questions 一 what are the harmonic materials commonly used by 
composers, and how have these materials been used? VVe cannot 
afford in the first stages of our study to become interested in the 
individual composer at the expense of concentration on estabjlishing 
the norm of common practice. With such a norm firmly in mind， 
the way will be clear to the investigation of the individual harmonic 
Practices of composers of all Periods, and especially to the scientific 
examination of the divergent Practices noticeable in the rwentieth 
century、 

Historically， the Period in which this common Practice may be 
detected includes roughly the eighteenth and nineteenth centuries. 
During that time there is surprisingly lirtle change in the harmonic 
materials used and in the manner of their use. The experimental Pe- 
riod of the early twentieth century will appear far less revolu- 
tionary when the lines of development from the Practice of older 
COmPosers become clearer by familiarity with the mnusic. As yet， 
however, one cannot define a twentieth century common Practice. 

Hence the aim of this book is to present as concisely as Possible 
the _ harmonic common Practice of compPosers of the eighteenth 
and nineteenth centuries. Rules are announced as observations re- 
Ported, without attempt at their justificarion on aesthetic grounds 
or as laws of nature. The written exercises should be Performed 
as exemplifications of the common Practice of comPposers and not as 
ef 人 forts in creative composition. The author believes that through 
these Principles a Prompt and logical grasp of the subject wil be 
achieved. 


CHAPTER ONE 


兴 娩 


SCALEES AND INTITERVALS 


HEiunit of harmony is the interval, This name is given to the 
sonority resulting from the simultaneous sounding of two 
tones' although it is more accurately applied to describe the 


4 的 2 
USEdistance” berween the two tones, measured by their difference in 


Pirch. 于 the cewo tones are not heard at the same time, but are con- 
Secutive tones of one melodic line, the interval is called a melodic 
interval, as distinguished from the harmonic interval, in which the 
EWo tones are sounded together. 


本 和 三 三 三 三 


harmorie jinterval ”melodie interval 
工 he tones which form the interval are drawn from the scale. 
firee scales are used as the basis bf the music with which_we are 


here concerned 一 the Imajor scale, the minor scale (with its harmonic 
sandimelodic forms), and the chromatic scale. 


EX. 2 
JajJor scale 


挟 一 芋 一 合 
二 人 
器 全 


IEHENYVYVvvIYvIVYVIY HE ICI 
harmonic minor scale 

登 本 

工 IEVYVNNIWW 
melodic minor scale 


ES > | 
全 全 -7 丰 写 一 避 二 
本 


全 上 
vIHIHI 


IIHTVVvwmI VIA 


As 3 
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ehromatic scale 


TI” HI ITV VT 而 VEII 克 亚 


It is customary to refer to the scale degrees by Roman numerals 
as in the example, as well as by the following names: 
I. Tonic (the key-note) 
IIL. Supertonic (the next Step above the tonic) 
III. Mediant (halfway from tonic to dominant) 
TIV. Subdominant (as far below the tonic as the dominant 1S 
aboveir) 
V. Dominant (actually a dominant element in the key) 
VIL Submediant (halfway down from tonic to subdominant) 
VII， Leading-tone (with melodic trendency toward rhe tonic) 

The scales are distinguished by the distribution of half-tone and 
whole-tone steps recognition of which is assumed on the Part of 
readers of this book. The chromatic scale, having its origin in the 
chromatic alteration of tones， is most conveniently considered as 3 
variant of one of the other scales, as shown by the Roman numerals. 
工 he Proper notation of this scale (for instance， whether one should 
write A-sharp or B-fat) is derermined by melodic and harmonic 
circumstances to be considered larer. 

The melodic minor scale may likewise be looked upon as variant 
of the harmonic form. In ascending, the characteristic sixth degree 
is changed, so that the step greater than a whole-tone between VI 
and VII is eliminated，while Preserving che half-rone Progression 
from leading-tone to tonic. In descending， the seventh degree no 
longer acts as leading-tone, SO ic is lowered to reduce the step down 
to the minor sixth degree. 

Ice is important to notice that the major and minor (harmonic) 
scales differ only in their II and VI. 


CLASSIFICATION OF INTERVALS 


The general name of an inrerval is found by counting the lines 
and spaces included by the fwo notes， 


SCALES AND INTERVALS 
EX- 3 


三: 二 三 二 


ison seeond third fburth fifth sixth seventh octave ninth 


开 he specific name of an interval (the kind of 3rd, 7th, etc.) may 
be found by various methods, a simple one being to refer the interval 
toa Imajor Scale constructed upon the lower of the two notes as a 
tonic， 开 the UPPper note coincides with a note of rhe scale, the inter- 
Val 玉 “ major， except in the case of octaves, fifths，fourths，and 
inisons forwhich the term“perfect” is used. ， 


EX. 4 


了 bp major seale Perf- maj， meal，、Perf perf maj， maj， perf 
unison 2nda 3rd 4th 5th 6th 7th 8ve. 

已 珀 the apper note does not coincide with a note of the scale, the 

Ellowing considerations are to be applied. 


3 An interval a half-tone smaller than a major interval is 


人 力 


b. An interval ahalf-tone larger than a major or a Perfect in- 
terval is“augmented.” 


c. An interval a half-tone smaller than a minor or a Perfect in- 
terval is“diminished.” 


洒 aug.6th min.3rd aug2na aug 4th min.7th 


一 Jn the above example，consider the interval of a sixth, E-fat to 
本 : 开 the C had been natural it would have fallen in the scale 
of 王 - 人 major and the interval would have been a major sixth. The 
Sharp， 了 Taising the top note, has the effect of making a major in- 
terval 3 alf-tone larger. 工 herefore， Statement in the Paragraph 
ww 刘 applied, and rhe interval is called an“augmented sixth.” 

En the ljower note js preceded b i 

2 SP y a sharp or fat, the interval 
二 ee first withour the sharp or fat, and the result com- 
Pared the original interval by reference to the above rules. 


E 
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For example, supPose the interval to be from D-sharp up to C. The 
scale of D-sharp major， with nine sharps， is nor convenient as 3 
measuring device. Taking the scale of D major, we find thar C is a 
half-tone short of the seventh degree. The interval D to C is there- 
fore a minor seventh. The restoration of the sharp to the D makes 
the interval a half-tone smaller, by raising the lower notei hence i 
is a diminished seventh. 

The student is urged to Perfect himself, by exercises in dictation 
Or other Processes of ear-training，in the ability to TecogniZe the 
intervals by ear when they are Played or sung， anhd to hear mentally 
jntervals written or Printed. 


COMPOUND INTERVALS 


An interval greater than the octave may be reckoned by sub- 
tracting the ocrtave. Such intervals are called compound intervals. 
Some of these, however for example the ninth，are characteristic 
features of certain harmonic forms and are usually called by the 
larger number. 

- 呈 - 


EX. 6 


二 


已 二 


E 汉 可 
perf 5 了 hb“ maj.9th min- 3ra maj.3rd(ormajoth) 


CONSONANT AND DISSONANT INTERVALS 


A consonant interval is one which sounds stable and complete， 
Whereas the characteristic of the dissonant interval is its restlessness 
and its need for resolution into a consonant interval, These qualities 
are admittedly open ro subjective， Personal, and evolutionary inrer- 
Pretation but 此 二 clear that in the common Practice of composers 
the following classification holds true. 

Consonant 一 the Perfect intervals and the major and minor 
thirds and sixths. 

Dissonant-the augmented and diminished intervals and the 
major and minor seconds, sevenths, and ninths. 

(Exception 一 the Perfect fourth is dissonant when there is no 
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tone below its lower tone. It is consonant when 
there is a third or perfect fifth below it.) 


EX. 7 


dissonant 4 由 consona 征 4 由 


工 fhe major and minor rhirds and sixths are frequently set apart 
在 om the Perfect inrervals and termed “imperfect consonances.” 
This distinction has little significance for the harmonic style of the 
eighteenth and nineteenth centuries, Only the sixth，when in cer- 
ain tonal relationships with the bass, seems to lack the stability of 
he Perfect consonances and to need resolution to the fifth. 


EX. 8 -- 直 -- 


全 


Mnusic Without dissonant intervals is often lifeless and negative 
Since it js the dissonant element which furnishes much of the 0 
Gf movement and rhythmic energy. The history of mnusical style 
has been ]argely occupied with the important subject of dissonance 
amditstreatmentby composers. It cannot be too strongly emphasized 
hat the essential quality of dissonance is its sense of movement and 


ob as sometimes erroneousl 1 
y assumed, its degree of unpleas 
to the ear. sy 


INVERSION OF INTERVALS 


吕 . 本 

本 ion is Somewhat loosely apPlied in mnusic to a 

1 ee 人 True inversion， of course， means that the 

四 and its inversion are of equal size but extending in 

re E directions from a common point. The systematic apPlica- 

油 0| this is what is called “mirror-writing”and is rarely found in 
music of the harmonic common-practice Period. 


Ex.9 
三 三 二 三 三 三 = 


ma].6th inversion melodie group inversion 


。 ery contrapuntal inversion, which is common, is a modifica- 
tion e mirror type. Here the same scale is kept for both forms， 
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so that while each interval and its inversion have the same general 


name, the specific names may be different on account of che Place . 


in the scale occupied by each. 


EX. IO 
-9 全- 


让 全 三 下 二 二 二 二 = 王 王 | 


melodic group in 了 bmajor inversion 


Harmonic inversion is quite a different matter. In this procedure 
the names of the notes remain the same, but the lower of the two 
becomes the upPer，or Vice versa，with the consequence that there 
is usually a change in both the general and speciftc names of the 
interval. 


正 X。 II 


于 生生 | 


maj. 6th inversion (min. 3rd) 


ENHARMONIC INTERVALS 


In our tempered scale systern 下 often happens that two or more 
intervals sound alike when played on the Pianoforte，even though 
they are widely different in their meaning. A_ good example is the 
augmented second， which cannot be distinguished from the Iminor 
third without further evidence than the sound of the two tones. 
One interval is called the enharmonic equivalent of the other. 


G. 二 . ee. 


When these intervals are heard in their harmonic context, how- 
ever, their differcnce becomes clearly audible. 


”和 
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EXERCISES 


工 he exercises offered in this book are intended as specimens or 
estions for further exercises to be invented by the teacher or 
by the student himself. They do not Pretend to supply adequate 
Practice or training. I goes without saying that the marerial in each 
Ghapter must be rhoroughly assimilated and mastered before Pro- 
Eeeding to the next. The exercises must be multiplied until that end 
is achieved. 
王 Name the following intervals: 


2. With F-sharp as the lower tone，construct these intervals: 
in 3rd; aug. 6th; dim. gth; perf. 4th; aug. 2ndi; maj. 7th; min. 
gth; aug. gth. 

也 With D-flat as the upper tone, construct these intervals: dim， 
ty maj. gth; dim. 7th; min, 2ndi aug. 4th; Perf. gth; min, 6th; dim, 


责 Write enharmonic equivalents of the intervals in Ex. 3， 
出 5 Erom what scales are the following fragments taken? 


BConstruct a major scale in which C-sharp is the sixth degree, 
7 Construct a descending melodic minor scale with D as the 


3. Name the interval from supertonic up to submediant in the 

二 armonic minor scale. 

9 Write and name the dissonant intervals which may be formed 
ber Ween the tonic and other tones of the scale of 下 major. 

Eo。 Write and name the consonant intervals which may be formed 


U 请 了 degree and other tones of the harmonic minor 


革 Sapplemenrary exercises for this chaprer and for the succeeding chaprers wil be 
用 found at the conclusion of the text commencing on page 3o7. 


CHAPTER TWO 


兴 铬 


TRIADS 


HE combination of two or more intervals makes a chord. 
Chords are ordinarily built by superposing intervals of a 
third, While it would be instructive to experiment with 

other ways of combining jntervals, and to see how these experiments 
have been applied in twentieth century music, we must confine OUT 
studies here to the chords used in the common Practice of composers. 

The simplest chord is the triad,a chord of three tones obtained 
by the superposition of two thirds. The triad may be said to be the 
basis of our whole harmonic system, 3 Place it still holds in spire of 
numerous radical contemporary developments. 

The names“root”'“third,”and“fifth”are given to the three 
factors of the triad. The root is also called the“fundamental.” 工 hese 
terms are retained to identify the factors of the triad in whatever 
order they may be arranged. 

EX. I4 丰 0 cthird 于 人 | 
thied ET 二-third 二 合 - third 
杏 fifth 


INVERSIONS 


Atriad with its root as its lowest tone is said ro be in root Position. 

A triad with its third as its lowest tone is said to be in the first 
inversion . 

Atriad with its ffth as its lowest tone is said to be in the second 


inversion， 
TO 
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EX. 1 IE SI 
各 一 全 全 一 二 二 
会- 人 后 
EL- 下 EE 
会 


root Position 帮 rst inversion second inversion 


工 aking the two scales, major and harmonic minor, of the tonic C， 
and using only the notes of these scales， Superposition of thirds gives 
the following triads: 


jjor cale 


生生 泪 ; 


各 B 
ar IV VI VI I IT JI IT IT TV 人 


malror scale 


KINDS OF TRIADS 


工 he triads formed on a given scale differ not only in Pitch but 
also， depending on the intervals in their make-up, in the quality of 
their sonority. There are four kinds of triads，classified according 
iothe nature of the intervals formed between the root and the other 
two tones. 

人 A major triad is composed of major third and perfect fifth. 

办 minor triad is composed of minor third and Perfect fifth. 

Nm augmented triad is composed of major third and augmented 


四 diminished triad is composed of minor third and diminished 


亚 he student should learn b i istingui 
y practice to distinguish b h 
four types of triads. 


= 办 司祭 荆 


main aug. dim. 


IThe major and minor trriads are consonant chords because they 
Sontain only consonant intervals. The diminished and augmented 
on the other hand, are dissonant because of the presence of 

dissonant intervals, diminished fifth and augmented fifth. 
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Roman numerals identify not only the scale degree but also the 
chord constructed upon that Scale degree as 3 I000 whether the 
chord is in root Position or in an inversion. 


EX. 18 | 每 二 生生 
|EEEEEEEEEEEEE 


C: V TV 


Considering the entire grouP of triads the following observations 
may be made: 
The major triads are: 工 IV, V in the major modei; 
V, VI in the minor mode. 
T 工 he minor triads are: IL IIL VI in the major mode; 
LIV in the minor mode. 
The diminished triads are: VII in che major modei 
VIL II in the minor mode. 
There is but one augmented triad--III in the minor 
mode. 
Or from the point of view of the scale degrees: 
I is a major triad in the major mode，minor in the minor 


mode. 
II is a minor triad in the major mode， diminished in the minor 
mode. 
III is a minor triad in the major mode， augmented in the minor 
mode. 。 
IV is a major triad in the major mode，minor in the minor 
mode. 


V isa major triad in both modes. 
VI is a minor triad in the major mode,， major in the minor 
mode. 
VII is a diminished triad in both modes. 

Most music of the eighteenth and nineteenth centuries 1S con- 
ceived on a harmonic basis of four-part writing. This means Ver- 
tically four factors in each chord, and horizontally four different 
melodic voices. The three-part writing ofren observed in the classics 
frequently suggests four voices，whereas larger numbers of appar- 
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Et parts, as for instance in an orchestral score, are usually the result 
freduplication of one or more voices in a basically four-part tex- 
fure. 

王 he study of harmony is concerned with the Principles under- 
ying the construction of this common basis of four-part writing. 
量 he exercises are ordinarily worked out in four voices. The term 
Soices”does not necessarily mean that the Parts are to be sung. 
也 does suggest，however，that the separate Parts Proceed with a 
ertain ideal vocal quality which is possessed by all good melodic 
iusic whether intended for human voices or for instruments. 

Ja order ro defhine these four Parts, or voices， we shall follow the 
isual custom of naming chem for the four classes of singing voices 一 
soprano， alto, tenor, and bass-somewhart arbitrarily restricting their 
anges to an approximation of the ranges of human voices， 


Ex. 19 已 . 


三 


oprano alto tenor bass 


放 here is no harm in exceeding these limits occasionally, as long 
asithe balance or“center of gravity”of each voice remains well 
its normal range, and extreme notes are sparingly employed. 


王 f， DOUBLING 


国 几 Sinice the triad contains but three tones, it is evident that another 

meeded for four-part harmony. Wirh triads in root Position, che 

fourth tone is customarily a duplication of the root an octave or two 
Mgnern or even at the unison. This is called doubling. 


SPACING 


rarely hears music that is purely harmonic， in which the 
cal ef 人 fect is free from modifications due to horizontal， or me- 
influences，These considerations，the Principles of voice 
鸭 always take Precedence over considerations of the chord as 
Since chords themselves have their origin in the coincidence 
melodic movement. At the same time，the harmonic sense de- 
ds an arrangement of the vertical sonority which will give 
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clarity and balance， and even on occasion such subjective qualities 
as beauty, brilliance,， oOT Somberness. 

The commonest arrangement of a chord Places the wide intervals 
at the bottom，with the smallest intervals at the top. This bears a 
resemblance，as has often been Pointed out, to the distribution of 
overtones in the harmonic series, but it must be admitted that the 
Parallel between the usage of composers and the“chord of nature” 
stops there. ComPpare， for instance, a triad in first inversion with the 
series of overtones generated by its lowest tone. 


EX, 20 孜 寺 三 


所 
全 
x- 三 
= 二 溯 过 三 站 
-全 


苹 


三 三 = 


&， overtones from (C 0. overtones from 忆 


JIntervals wider than the octave are usually avoided between 
Soprano and alto, and between alto and tenor, but are considered 
quite satisfactory between tenor and bass， 
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CLOSE AND OPEN POSITION 


WVhen the three upPer voices are as close together as Possible, the 
spacing is described as close position. Otherwise the chord is in open 
Position，Provided all four normal factors are Present. It will be 
noticed that in close Position the three upper voices are all within 
the range of a single octave, whereas in open position there is a dis- 
tance of more than an octave between Soprano and tenor. In ar- 
Tanging a root Position triad in close Position, having a given soprano 
note, the alto will take the next immediately available chord note 
below the soprano. If open Position is desired, the alto will not take 
this first available note, but will take the next below. The tenor wi 
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和 ll into Place with the only note left, as the bass will of course take 
the roob in whatever octave is convenient. 


王 X. 22 
一生 二 
-人 人 
忆 全 二 他 
ET 
二 了 一 一 
close Open 


Close and open Position are of equally common use. The choice 
of one or the other is subiect to various conditions, among which 
填 elodic progress of the Parts is perhaps the most importanr， An- 
Gther is the question of ranges. If the soprano voice is in a high 
Tegister, for example， close Position may result in placing the other 
woices too high. The ideal of balance in a single chord would be to 
二 we all voices in corresponding registers all high, all mediumy or all 
16w, but this is seldom possible of achievement because of melodic 
iiection and other infuential considerations. 

One should listen carefully to the relative effect of various spac- 
秆 gs of the same chord and notice the kind of spacing used in music 
攻 Erd. The intervals between the voices are an important factor in 
衣 @ texture and actual sound of the music. In the common-practice 
Feiiod of harmonic usage this has been largely a matter of effective 
了 istribution of given chord tones, but， with the twentieth century， 
Composers have become much more Preoccupied with intervals and 
their combination into individual sonorities， 


EXERCISES 


瑟 The teacher will play a scale, major or Iminor, and afterwards 


atriad derived from that scale. The student wil tell the kind of 


triad and the scale degree which is its root. 

One cannot overestimate the value of this typPe of ear-training 
EXercise. Facility can be gained only through regular practice， with 
the aid of another Person to do the Playing. The most satisfactory 
and feasible method is to get together a small group of interested 
students and let each take a turn at the Piano. 

2 Identify the following triads as to kind (major minor dimin- 
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ished，or augmented)，and indicate by Roman numerals and key 
their Possible derivations as to scale and degree. (For example， the 
first triad given is major， 1V of B major, or I of 卫 major, etc.) 


汪 
3. Write three different spacings in four Parts of each of the 
following triads: 


4 Write in four parts, in both close and open Position, the fol- 
lowing triads: 
IV in B-fat minor 
. Vin C-sharp major 
. VIin 下 major 
. IIIin D minor 
IIin F minor 
IV in A major 
Iin -fat minor 
. VIin minor 
. VIIin G major 
.II in A-flat major 
5. By the use of accidentals only (sharps, fats, or naturals)， write 
each of the following triads in three additional ways, so as to jlus- 
trate the four types major minor, augmented, and diminished: 


本 


ep5b 


CHAPTER THREE 


浴 妊 


HARMONIC PROGRESSION 


HEN chords are to be heard in succession there are two 
NWV main questions to be considered. The first is the choice 
of the chord to follow a given harmony， and the second 
iiEheprocedure in connecting the two chords. These are two asPects 
What is known as harmonic progression. 
共 lthough these two questions are in 3 sense inseparable, the mat- 
fsuccession can be regarded as independent of the forms of the 
ESrds themselves. As more of these forms are studied it will be 
ie and more apparent that the individual sonority of the two 
， 沽 is of far less importance than the relation of the two roots 
Reh other and to the scale from which they are drawn, Chords 
EREEidentifed primarily by their situation in the tonality or in other 
ids by the scale degree serving as root, Hence chord succession 
Be reduced to root succession (or root progression)，which in 
EECcan be translated into Roman numerals rcpresenting a SUCCeS- 
Gf scale degrees. The variety of chords built upon these roots 
SeEcondary importance, and no change in the make-up of the 
ds can remedy an inappropriate root Progression. 


1 TABLE OF USUAL ROOT PROGRESSIONS 


和 is followed by IV or V, sometimes VI less often II or III. 
is followed by V, sometimes VL less often TI II or IV. 
和 is followed by VL sometimes IV, less often II or V. 
is followed by V, sometimes I or IL less ofren III or VI. 
is followed by L sometimes VI or IV, less often III or 工 . 
1S followed by I or V， sometimes JII or IV, less often 工 . 
上 is followed by IIL (VII is rarely used in root Position.) 
3 z7 
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It is important to form an apPreciation of the qualities of these 
Progressions. These qualities do not readily lend themselves to de- 
Scription by words. The dominant-to-tonic Progresslon 1S generally 
considered the most satisfying-_Omne cami easity Sense the repose of 
tis progression by Playing the bass alone. 


EX. 23 


Other progressions with root moving down a fifth (or up 3 
fourth) seem to have an analogous effect, although in less marked 
degree. 

When the root proceeds by steP， the second chord will have an 
entirely new set of notes, and so will give a change of harmonic 
color. 


EX. 24 
-全 
一 全 < 
W YY 


JIV 有 亚 JIV 


1 由 


A contrast to this is the very soft effect of moving to a triad on 


a root a third above. 
二 
和 登 
| 
工 


The triad on the seventh degree is rarely found in root position 
and can safely be omitted from the discussion of root Progression. 
It contains a dissonant interval, the diminished ffth, the lower tone 
of which is the leading-tone itself， with its strong tendency toward 


EX,. 25 


9 


习 || 昌 


< 


THE LEADING-TONE TRIAD 


HARMONIC PROGRESSION I9 


让 etonic. In its action and effect this triad is really an incomplete 
minant seventh chord and is so treated. 


上 Occasionally one fnds the leading-tone triad Progressing to IIL， 


Eually in a sequential pattern where the chord is used in order to 
ieserve the symmetry of the voices. 


EX. 26 动 寺 


THE SECOND DEGREE IN MINOR 


工 he diminished rriad formed on the second degree of the minor 
Scale has the same dissonant interval as the leading-tone triad， the 
ininished ffth, However， the lower of the two tones is not in 
jself a tendency tone, and it has been the practice of composers to 
iseithis chord quite freely in root position, 


EX. 27 


THE AUGMENTED TRIAD 


汪 Aaother triad with a dissonant interval is that on the third degree 
进 ithe minor scale (harmonic). In this case there is an augmented 
fifth etween the root and the leading-tone. It js usual to double 
本 of this triad, that being the ffth degree, dominant, of the 


EX. 28 
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下 ach progression Possesses certain rhythmic values，to be dis- 
cussed in a later chapter. 


VOICE LEADING 


Having decided what the root succession is to be, the next ques- 
tion is how the two chords are connected, that js, how the voices 
move horizontally. 

The following observations describe the Procedure followed to 
connect two triads in root Position. Notice that what is sought Par- 
ticularly is smoothness. 

IJlf the two triads have one or more notes in common， these 
are repeated in the same voice, the remaining voice or voices moving 
to the nearest available Position， 


In the example,，G is a common tone of both triads, so it is re- 
Peated in the same voice, the alto. The other two Voices move tO 
the nearest Position available_C down to B, E to D. (The nores of 
the second chord are G, B, D, G. The two G's have been used, one 
by the bass since that is the root, and the orher by the repeated alro. 
Therefore B and D are the only available tones.) If C had gone to 
D, E would have been forced to take B, the only note left and this 
would not have been to the nearest Position 

Exception: Jn the Progression II-V， it is customary not tO re- 
Peat the common tone but to move the three upPer voices down to 
the next available Position。 


EX. 30 


HARMONIC PROGRESSION 2 


the two triads have no tones in common, the upper three 
Voices Proceed in the opposite direction to the bass, always to the 
Dearest avVailable Position. 


am 一 
如 - 
京 - 三 全 IE= 一 全 -AT 
一 一 已 
二 3 = 全 一 所 
-全 一 ET 一 全 
JIV 工 JI 亚 TIV 


人 


one degree to the tonic, while the other two voices descend to the 
se Position in the chord，doubling the third，instead of the 


tion: In the Progression V-Vl, the leading-tone moves up 


in the triad on VI. 


上 f 


L.T.= leadin8& - 
tone 


字 YI minor: V VI 


必 directions given above are followed， the connection be- 
the chords w 册 be correct according to the Practice of voice 
in harmonic progression. The purpose of this procedure is 

the smoothest possible connection of rwo chords, so that 
to fow into the next. Continued application of the proc- 
however, result in rather dull music. 


和 三 


does nor exPect fne four-part contrapuntal writing in the 
dies of root Position triads. Moreover, the emphasis in har- 
IE study will，of necessity， be directed ro the chords. But the 
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cultivation and exercise of musical taste and judgment are implicit 
in the effort to emulate the Practice of comPposers. It is never too 
early to insist on the constant seeking for what is truly musical, Even 
in the exercises dealing with such elemenrary material as root Posi- 
tion triads, there will always exist the Possibility of an arrangement 
that is alittle more interesting and musical than another. 

In other words, the set of rules is broken whenever greater mu- 
sical interest can be achieved by breaking them， and this will be 
noticeable first of all in the soprano line. The soprano, being the top 
line, is instinctively heard as a melody and so mnust Tecelve more 
care in its construction than the inside voices. 

VVhen the root is repeated it is advisable to change the position of 
the other voices, for variety- 


EX,. 34 


区 ) 
让 


A change from open to close Position，or Vice versa, js often 3 
good way to obtain a new SOPrano note. 


EX. 35 


The occasional use of a triad without fifth, usually composed of 
three roots and one third, may help to free the soprano line. It is 
not in the style to omit the third, as that leaves the empty sound of 
the open fifth. 


ay 9 
EX. 36 sEE 全 一 一 和 
Togtih) fno Srd) 
和 全 ; 全 人 
二 = 一 一 
了 一 全 
让 I V I 
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Doubling of the third or fifth instead of the root is another means 
nnaking more notes available for the soprano Part. 


EX. 37 罕 EEE 走 去 
二 二 到 | 4 
三 = 
JI I V 研 


Rhythmic division of some nortes of the soprano into smaller time 
values 1S a frequent resource in the making of a melody, as is like- 
iselthe tying over of possible repeated notes to make notes of 
Je time values，IThe student is advised to use this device spar- 
ingly 了 first in order to gain experience in the vertical arrange- 
intiof the chords before adding rhythmic compPlications. 


EX. 38 | 
人 下 


本 村 二 
- 可 
和 下 三 


I 了 TI 


by Various means the voices are given more freedom of move- 
ii “二 must be given to the ways in which they may move， 
ugth as regards heir indivjidual melodic lines and their relarive 
inielodic progression. The terms “conjunct"” and“disjunct”motion 


二 to describe the movement of a single line by step and by 
PEespectively. 

EX.39 

司 国 半天 竺 三 三 三 三 三 三 


corjunet disjunet 


good melodic line contains mostly conjunct motion，with the 

St motion used judiciously for variety. Too many skips make 

angularity rather than for the desired fowing quality. It w 记 

iced that basses are likely to contain more Skips than the other 

While the alto and tenor as a rule have few, if any, large dis- 

Intervals， In using only triads in root position the bass will 
y be more disjunct than is ordinarily desirable. 
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RELATIVE MOTION 


Two voices may move relatively in three ways: in contrary mo- 
tioni in oblique motion; or in simllar motlon. 
Contrary motiom， the voices moving in opposlte directions: 


三 三 


Oblique motion, one voice level while the other moves: 


Similar motion, both voices moving in the same direction: 


EX. 42 


In similar motion, if the two voices keep the same distance apart 
they are said to be in Parallel motion. Two voices moving in parallel 
motion are melodically less independent than otherwise, and may be 
looked upon as a single voice with reduplication. Parallel intervals 
of the unison，octave，and Perfect fifth have been systematically 
avoided by the composers of the eighteenth and nineteenth cen- 
turies，whenever it has been their intention to write a basic four- 


Part fteXtUIE. 
E = 
全 
uniesons oetaves perfeet 个 fths 


Parallel thirds and sixths are common. Parallel fourths are used 
if supported by Parallel rhirds below. 


EX. 44 
avoided good 
Parallel dissonant intervals occur in certain circumstances arising 


from the use of contrapuntal nonharmonic tones and irregular res- 
olutions of dissonant chords. 
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herelative motion of the voices is Planned to Preserve their 
ee as Separate Parts. The maximum of independence is 
by contrary motion, but it js obviously not Possible for 

6 arts to move in four different directions. Oblique motion is 
seful to contrast a moving voice with one that is standing still, In 
Sarmotion care must be taken that the movement is not So con- 


SSE similar that one Part is merely a companion to the other， 
Riout individuality of its own. 
THE DIRECT OCTAVE AND FIFTH 

Gomposers seem to have been careful about any approach by 
Enilar motion to the intervals of octave and perfect ffth. While 
such imatters are more in the domain of the study of counterpoint， 
ieiprominence of these intervals when between the outside voices， 
Bass amd soprano，necessitates recognition of the practice. 

An Octave or a Perfect fifth is not usually approached by similar 
瑟 With skips in borh voices. This combination is often re- 
和 to as hidden octaves, or hidden fifths, but the terms“direct 
actave and“direct ffth”w 刘 be employed here. 


“ 国 瞧 三 三 兰 三 三 :2 


iiEhe case of the direct octave, ir is usually avoided in upward 
ent even when one Part moves by step，except when the 
Yolce moves by a minor second， acting as a leading-tone. 


沽 mm 是 


avyoided 


THE TRITONE 


ainterval of the augmented fourth is called the tritone，i.e.， 
Whole-tones. If has a peculiar kindofsound and it was looked 
waith disfavor in the contrapuntal era，when it was referred 
2olas i zaxirica. The roughness of its effect was softened 
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or avoided with consistent skill. In the Period of common harmonic 
practice there seems tO be buc one form-of-the-tritone thaf was 
nearly always shunned by composers. This is in the progression 
V-IV in root Position. The leading-tone in V and the bass of IV 
are in relation of tritone， and here the term 'cross-relation,'” OF 
“false relationy” is used to express the relationship between rwWoO SUC- 
Gessive tones which do not occuT melodically in the same Voice. 
The false relation of the tritone is easily heard in V-IV when the 
leading-tone is in the soprano Voice， Proceeding to the tonic, but js 
constantly used when the leading-tone is in either alto or tenor. 


EX. 47 


全 - 干 


tritone avoided aceepted 


OVERLAPPING VOICES 


When two voices move upwards in similar motion，the lower 
voice is not usually allowed to move to a Position higher than that 
just left by the upPPer voice. This avoids ambiguity ro che ear， which 
might follow an apParent melodic progression between the two 
voices. The corresponding rule holds for descending movement. 


EX. 48 
overlappi ng 


In_ writing exercises in four parts，using WO Staves， the tenor 
should be written on the lower sta 任 with the bass, so that the four 
voices can be readiiy seen as lines, It is also an aid to clarity to adopt 
the Practice of Pointing the stems of the soprano and tenor Parts UP， 
and those of alto and bass down. 

At least two versions should be made of the exercises which call 
for a considerable number of chords. The first version should fol- 
low closely the steps outlined under the heading of voice leading， 
even though the result is as Poor melodically as in Ex. 33. This wi 
help to familiarize the student with the Principles of connection of 
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ds and w 训 then serve as a basis for the departures necessary to 
btain a better soprano line. 
于 fiese departures need nor be numerous or radical. 


生生 eg with ie third in the soprano raises the voices to a 

i Position in their range and gives them a littl 1 
0 g 8 a little more space in 
由 5 Ihe doubling of the third in III avoids the repetition of the 

note A on : first beats of two successive measures. The three 

Voices then move down， treating the III-VI 1 
本 g Progression as 
CIhe chord VI has ics third doubled, as always in the Progres- 
V-VL This gives a choice of repeating the common tone 下 
either er tenor or SOPrano，as well as offering an opportunity of 
from close ro open Position. 


建 following is a third Version of the same series of triads, The 
from the basic procedure should be analyzed by the 


卫 XERCISES 


in four Parts, three different arrangements of each of 
g harmonic progressions: 


Write, 
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V-VIin 下 minor 
IV-V in D major 
LVIin F major 
VI-V in C major 
. V-Iin A minor 
ILV in E-fat minor 
. VIIV in B-flat major 
.ITILV in F-sharp major 
i IILVIin C-sharp minor 
j. V-VIin D-fart major  V/ 
2，、VVrite two versions of each of the following series of triads 
in root position. The first version should comply strictly with the 
stated rules for connecting triads, while the second should contain 
departures from the first in order to obtain a good melodic soprano 


Part. 


了 oa mp 人 pp 


a.C major: IV, V, LV,VLIV,IV,V， I 
b.C minor: TVL IV, LIL V,VLIV,V, V,I 
c. Amajor: LV， ILVLIV,V,LV， IV,IV,V,I 
d B minor: V, LIV,ILIIL VL IV, V， VLIV,I 

3. Add soprano, alto，and tenor PartS t0 the following basses， 
using triads in root Position. Make two versions of each bass as in 
the preceding exXerclSe. 


CHAPTER FOUR 


游 妊 


ONALITY AND MODALITY 


人 Te| tionship， as far as the common Practice of composers in 

， the eighteenth and nineteenth centuries is 4 im 
Plies a_ central tone with all other tones supporting it or tcpdine 
roward jb in one way or another， Other organized relationshi 
办 网 可 ee System of Arnold Soeiha 
Di e Said to have been at any time in col > 
Eee Earlier systems, based on the es 3 让 


studying. 
0 Tefers to the choice of the tones between which this 


一 
二 -3 工 onality is Synonymous with key, modality with 
addition to the major, minor, and chromatic scales, an ex 
， 到 
el7 DB ee of 全 全 can be constructed in any given 
ati 1 
on a few are given here on the key-note C， 


ss jstheorganized relationship of tones in music. This 


坝 HARMONY 


These modes may be transposed into all tonalities，simply by 
changing the Pitch of the tonic note and Preserving the interval 
relationships. 


Many modes raken from folk songs and even oriental scales have 
been used occasionally by comPosers。 Artificial scales have been in- 
vented，containing a distribution of intervals not known before. 
But all of these must await investigation until the first task in the 
study of harmony is accomplished, namely rhe clear and firm estab- 
lishment of the norm of common Practice by reference to which 
these extraordinary resources are to be appreciated. VVe limit our- 
selves, therefore, to the three modes or scales described in Chapter 
One-major, minor, and chromatic， the last considered as a variant 
of the other two. 

The acknowledged superior authority of these two modes over 
a Period of some three hundred years has given rise to the exPres- 
sion“major-minor system”often applied to our music， We are SO 
imbued with this tradition that we tend to interPret music based on 
other modes as being in either major or minor, usually with some- 
what unsatisfactory results, How ofren i i that the ear accepts 
the impression of C major at the opening of the second move- 
ment of Brahms's Fourth Symphony，only to fnd soon afterward 
that 了 is the tonal center. 


EX. 53. Brahms 一 Foxrtb SY7tb077 


TONALITY AND MODALITY 
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Eances jike the above, of use of modes other than major and 
are fairly numerous during rhe harmonic period but are by 
eans 本 0 to be called common Practice. Such 
Eees drawn from ear ier Periods，were not evel i - 
again until the rwentieth century，. 和 


TONAL FUNCTIONS OF THE SCALE DEGREES 


y， sw 人 mot merely a matter of using just the tones of 
芝 tls more a Process of setting forth the organized 
本 汉 t 人 to one among them which is to be the 
.上 上 ach scale degree has its part in the i 
sc 
ee P: heme of tonality， 
沁 
nor 浊 Place here to attempt to outline the acoustic and 
Oogical origins of these tonal functions. Let it su 伍 ce to report 
Stence as evidenced in the usage of compPposers. 
t and subdominant seem to give an impression of bal- 


RN 0 1 
卫生 过 the tonic, like two equidistant weights on either 


eabove could represent the scheme of harmonic pr 

er Piece of music, the first objective being 人 
Red by return to the tohic, and then introduction of the mb: 
Bant to make the last tonic more satisfying and final, Other 
ees are used to amplify and decorate this design. 

ic dominant, and subdominant are called the tozd/ degreey) 


Eney are the mainstay of the tonality.I i i 
ES reiiain the same for both 二 8 这 人 
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EX. 59 亚 人 = 生 | 


Cmajor I E TV Cminor II 必 了 


Mediant and submediant are called the zzodal degreer. They have 
very little effect on the tonality but suggest the mode, since they 
are different in major and minor. 

二 全 洒 


EX. 96 王 二 二 


Cmajor  W Cminor 亚 代 


The supertonic is most ofren treated as dominant of the dominant. 


2 3 


Harmonically，however， the supertonic often tends to _ become 
absorbed into the subdominant chord，especially in certain Posi- 
tions, and is sometimes spoken of asa substitute for the subdominant. 


EX. 58 


Tbhe supertonic should， therefore, be included in the list of tonal 
degreEs Since if PartaKes of both dominant and subdominant char- 
二 teristics; but should be distinguished from LT IV, and V, as having 
much less tonal strength. 

The seventh degree，leading-tone，for all its importance as an 
indicator of the tonic through its melodic tendency，has not been 
treated as a basic structural factor in tonality. It remains a signif- 
icant melodic tone, common to both modes. It is seldom regarded 
3S 3 generatOr of harmony, but is usually absorbed into the dominant 
chord. The Progression, leading-tone to tonic, may be described as 
melodically VII-I and harmonically V-L. 

In terms of harmonic roots，overemphasis on the modal degrees 
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fends to give the effect of a mode, and tonality, other than that in- 
Eded 工 he modal degrees, by their insistence, are accepted by the 
ear as tonal degrees of another scale. 


Ifollows that the tonal structure of music consists mainly of 
armonies with tonal degrees as roots (IIV，V, and ID)，with the 
iodal degree chords (III and VI) used for variety. Ir is interesting 
Eniote how in a single tonic chord one trhird degree is suffcient 
EtOlieolor any number of doublings of the two tonal degrees and 
tOiexplain the mode, 


EX. 60 


DOMINANT HARMONY 


The Strongest tonal factor in music is the dominant effect. Stand- 
ing alone， iL determines the key much more decisively than the 
onicichord itself. This fact is Perhaps not apparent with simple 
人 should be borne in mind throughout the study of har- 
.The addition of dissonances and chromatic alterations creates 
1 了 tones which Serve to augment the feeling of tonality in- 
in the combination of leading-tone and dominant root, 
ent of a key by means of one of the many forms of domi- 
ony is an everyday occurrence. 


N 
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EX. 6I， Haydn 一 Quartetb 0 77 70 1 


TONAL STRENGTH OF CHORDS 
Asingle chord heard by itself is capable of a number of interpre- 
tations as to its tonality. 


h will later prove advantageous tO the Proc- 


的 遇 区 n two chords are heard in 


f moduation, is greatly lessened whe ard ii 
本 全 The progressions have In themselves impli- 


cations of tonality, although in varying degrees. 
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二 工 he greatest strength of tonality in harmonic Progressions in- 
volving onjy triads hes in those progressions which combine domi- 
ER with harmony from the subdominant side (including 


supertonic as Partaking of both). Presence of the tonic chord 

年 not necessary to the establishment of a key. More important 
dominant. The progressions IV-V and II-V cannot be inter- 
积 more than one tonality，without chromatic alteration; 
they do not need the tonic chord to show the key， The 
ion V-VI， although Possible to hear as the relatively un- 
Progression I-II in the dominant key, is strongly indicative 


ie 


ifasingle tonality. 
巧 imay be necessary for a third chord to be heard if the harmonic 
ion js to define the tonality. By adding another chord to the 
ESGCecessions in the above example, they can be rendered almost un- 


硬 Similarly a third chord could be selected which would confirm 
heialternative tonality given in the original example. 


be 


产 -下 一 到 FE ET - 专 


GTIIVVPIVIREVIVAI VBV 亚 工 


ESe elementary tonal units, groups of two or three chords with 
Imeaning as to key, might be regarded as musical “words.” 
Studenr is advised to write as many of these formulae as possible 
notebook where they will be available for consultation, begin- 
Rith the commonest，like IV-V-I LIV_V，etc.，and even 
ing some that he may invent. They should then be studied 
itheir individual qualities, their strength of tonajity and rhythmic 
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feeling, and notice should be taken of their frequence of use in music 
and of the varied forms in which they may 3PPear. 

Variation of the formulae by differences in doubling，spacing， 
and choice of soprano tone，are TeSOUICES already available to the 


student， 


EX. 6 HT 
二 全 HE 寺村 IT 一 全 
全 呈 他 
一 全 -68- 症 全 9 二 
I 


IFY TY I IT TY 37 有 ITV I 


Change of mode from major to minor，or Vice versa，does nof 
affect the tonajity of the formula, and is one of the important means 
of variation。 Ex. 66 could be written as follows, the only change 
being in the modes. 


直 握 上 ER 
G6:I IV FRIVVIENIVAIITBYV 区 II 


The study of harmony deals with the variants of these funda- 
mental formulae, or“words.” 开 will be found that they exist in the 
most complex texture， and from the very beginning much attention 
should be given to harmonic analysis of standard works, to bring 
out the endless capacity for varied treatment of these harmonic 
structural elements. Compare these rwo Presentations of the formula 
II-V-I: 


EX. 69. Mozatt 一 Piazo SO7414 
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EX. 70. Chopin 一 Etzde, oj. 70, 20. 6 


INTERCHANGEABILITY OF THE MODES 


The imodal implications of the chord progressions have much less 
Sigaifcance than those affecting the tonajlity。 Major and minor 
modes are not as distinct in usage as their two scales would seem to 
于 dicate, and it is sometimes uncertain which imPpression is intended 
By the composer. 

有 Juctuation between major and minor has always been common, 


ER 75。 Beethoven 一 9ozata，ob. 93 


(mm) TY (major) 
和 洛 和 le the Progression I-V is repeated with change of 

mode, 和 ange involving bur one note 一 rhe rhird degree. 

The armonic progression may itself contain chords from both 
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EX. 72. Mendelssohn 一 Somg Ditpbozt Tords, ob. 102, 110. 2 


D:1IHIIT II 了 了 本 了 汉 TII ITVofY 


This use of the sixth degree of the minor mode in the midst of 
chords of the major mode adds the interest of color and is frequently 
heard. Both the subdominant and suPertonlc with minor sixth de- 
gree are freely used when the major is the Prevailing mode- 

On the other hand, the major forms of these chords (with major 
Sixth degree) are used in connection with the mlinor mode only 
when the sixth degree ascends to the seventh，according to the 
melodic minor scale. 


EX. 73 


ichteenth century it was almost a mannerism to end on 3 
0 二 even 下 the movement had been unmistakably 
in minor throughout. This major third was called the“tierce de 
Picardie” or Picardy third， 

EX. 74， Bach 一 Teli-tezzbered Clavicbord, Prelzde 70. 了 


入 


C#: 工 于 ” 二 T Ipedal 
Compositions in large form， of several movements，the first of 
which is in the minor mode, more often than not change to major 
mode in the last movement while keeping the same tonality. Bee- 
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目 认 oven's Fifth Symphony is always referred to as the C-minor 

Symphony im spite of the fact that its.final movement is not at al 

ECminor but in C major. 

生 工 he development of chromatic resources in the nineteenth cen- 

Emphasized the tendency of the two modes to merge into what 

i finally tempted to call a chromatic mode. Chromatic tones 
introduced partly by the method which has just Permitted us 

clude both A-flat and A-natural in C major, and partly by the 
Ension of the dominant Principle to allow other degrees than the 

nic to Possess their own dominants, 

量 he study of these complexities belongs naturally ro an advanced 


Sae in the study of harmony, but there are two Points of which 


Hieistudent should be made aware from the start， The first is that 
二 emodes, major and minor, tend ro become interchangeable, even 
Rithitriads. Examples from musical literature should be noted and 
Elieiformulae added to the collection of progressions, In the exercises 
世 和 hie present stage, II and IV can be used with either major or 
册 Sixth degree in the major mode, and the final tonic chord of 
iminor mode may have a major third, It is understood that these 
are effects of variety and should not be used too consistently. 
生 EDhe second important Point is that notes outside the scale do not 
iecessarily affect the tonality. This principle may cause diffculty 
ii6rstbut should be announced early, if only to emphasize the fact 
iaEitonality is established by the Progression of roots and the tonal 
Enietions of the chords, even though the superstructure of the music 
7 Contain all the tones of the chromatic scale. 


EXERCISES 


Writing some of the exercises without key signdature, using acci- 
denrals When needed, is helpful for showing the differences in mode 
anditonality. The traditional signatures of major and minor modes 
Ehe same ronic are misleading in that they suggest much more 
Erence than actually exists. 
Write the modal degrees of the follbwing scales: 

a. 人 -flat minor 
b. Cr-sharp major 
c. D-flat major 
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d. G-sharp minor 
e. 下 -fat minor . 
\ 2. Give the tonalities and modes of the following Progresslons: 


4o0 


\3. Write each of the following harmonic formulae in four differ- 
ent Variants: 
a，C minor-VI-I-V 
b. 下 major-II-V-VI 
c. D-fat major-V-VI-IV 
d. A minor-1V-V-I 
e. 下 major-V-IV-I 
4. Write three different four-Part Versions of each of the follow- 
ing basses, one version in the major mode, one version in the minor 
mode, and a version using chords from both modes: 


三 王 -三 生生 三 三 三 三 生 三 三 三 = 三 三 三 
和 ;三 宇 三 三 王 二 所 三 三 王 三 三 王 :三 三 三 汪 王 ， 


5. Write similar variants of a four-part setting of rhe following 
Successions of chords, using no key signature: 
3. Key of G-VIL-IV-I-V-II-VI-IV-I-V 开 
b. Key of E-fat-V-IL-IV-V-VIIV-I-V-IIV-V-I 
6. Construct original chord successions，starting with a series 
of Roman numerals, arranged with attention to the ProPer distribu- 
tion of modal and tonal degrees and to the quality of the harmonic 
Progressions involved, The series should finally be worked out in 
four Parts. 


CHAPTER FIVE 


洲 锥 


HARMONIC RHYTHM 


stood, Merter is simply measure. Meter has no rhythm. But music 
so often has a rhythmic pulse with which the merter coincides at 
jportant Points that we think the meter is rhythmic， We then 

本 of strong and weak beats of the measures, forgetting that the 

上 ythm of the music came first, and that afterwards came the ef 任 ort 
to place the bar-line at points of rhythmic stress. Obviously, the first 
LEear of a measure should receive rhythmic stress only when the 
iiusic calls for it, and not because it happens to be the first beat. 

则 he reaction of many influences, important among them dance 
iusic and dance forms, combined in the eighteenth and nineteenth 
enturies to instill the idea of regular pulse (recurring symmetrical 
eacs) into all music. The Period of harmonic Practice which we are 
EEudying is at the same time the period in which there held sway the 
区 eatest “tyranny of the bar-line.”Composers of earlier centuries 
Orked with free and flexible rhythms like those of fine Prose, and 

the twentieth century there has been an attempt to recapture 
民 Principle of that higher organization of rhythmi; but from Bach 

EOIFranck it cannot be denied that the rule is regularity of beats 
and of measures. 

工 har We are still far from an appreciation of the subtleties and 
mastery of rhythm even under our conventionalized system, shown 
iihe works of the best composers, is ljargely due to our acceptance 
he doctrine of strong and weak beats as a substitute for the 
pen-minded appraisal of rhe rhythmic values of each individual 
musical phrase. 


T JS assumed that the conceptions meter and rhythm are under- 


4 
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It is diffcult to reconcile the rhythms of the following examples 
with the familiar classifcation of beats of the measure into Strong， 
weak, and weaker. 


EX. 75。 Bach 一 Sarabazde 太 o7 tbe Secozd 开 pg1i5pb Suite 


Here, as in most sarabandes, the stress is on the second beat of the 
measure, The third beat is entirely without accent， the effect of the 
measure being that of a short first beat followed by a heavy second 
beat lasting twice as long. 


EX. 76. Mozart 一 Overture i0 tbe Magic Fizute 


Here the only accent is on the fourth quarter， the SIX eighth-notes 
being all of equal rhythmic value. Mozart has underlined the natural 
rhythm by marking the accented sixteenth-note group forte. 


EX.77. Brahms 一 Cabriccio, 0 妨 116) 70. 了 


In this exaniple the strong accent in the first measure coOmes on 
the second beat. There is no stress at all on the first beat of the sec- 
ond measure and the three quarters SerVe 3S upP-beat (anacrusis) to 
the third measure. 
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RHYTHMIC TEXTURE OF MUSIC 


瑟 itstotal effect on the listener, the rhythm of music derives from 
imain sources, melodic and harmonic. We omit from this dis- 
ion the percussive resource，exemplifed by the bass-drum 
KE not because it has not been significantly empPloyed, but be- 
2 is habitual role has been to heighten or underline either 
ielodic or harmonic rhythms. 

必 Exariination of the following example will show these two kinds 


frhythm. 
Ex 78. Beethoven 一 Sozata, o. 31) 70. 了 


NModerato eg 


1 门 ] 1 门 上 用 让 
2 小 本 由 门 上 y 人 上 小 
: 门 1771 门 1771 站 1771 1 

2 


is of rhythmic stress. 

Taking the Roman numerals of the harmonic analysis as indicat- 
the distribution of the root changes in the Phrase， we can write 
Pattern of the harmonic rhythm thus: 


4 二 人 1. 忆 


人 
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Admitting the inadequacy of rhis merely quantitative noration of 
rhythm，there are nevertheless rwo significant observations to be 
made: 

a. The Pattern of harmonic rhythm，although differing from 
each of the patterns of melodic rhyrhm, is the Product of the combi- 
nation of these. This is an excellent corroboration of the often- 
repeated statement that chords are made by moving voices. On the 
other hand, it is entirely feasible to reverse the Process. The com- 
Poser may have started with the harmonic pattern and have derived 
from it the melodic lines. 

b. The root changes， which give the Thythmic Pattern of the 
harmony, are not regular in time， like a regular Pulse, nor are they 
of equal rhythmic value， quite apart from the unequal time values 
they Possess, Both of these aspects of harmonic rhythm, frequency 
of change of root and the quality of that change, must Tecelve at- 
tention in a study of harmony as used by composers. 


MELODIC RHYTHM 


There need not be as much diversity in Patterns as found in the 
Beethoven example， It is true that rhythmic independence of 
melodic lines is the test of good counterpoint, but mnusic js not 3]- 
ways contrapuntal and the complexity of its texture varies between 
wide limits. 

The rhythmic outline of all the voices may coincide，in which 
case the resultant harmonic rhythm wil be in agreement with trhe 
melodic rhythm, although not necessarily with the meter. 


EX. 8I. Beethoven 一 So7zzata, 0 轧 . 93 


Allegro con brio 


- HARMONIC RHYTIHM 45 
二 82. Schumann 一 Sy7zztzjjpo7zy 720. 7 


Allegro molto vivace 


主 帮 帮 和 全 生 让 三 三 


二 


< 。 
SR 
-一 \E 


和 ma the above exampPles the top voice is heard as a melody. This is 
called homophonic music, as distinguished from polyphonic music， 
iWhich two or more independent melodic lines are heard in combi- 
nation. 

When all else is subordinated to one melodic line we have 
melody and accompPaniment, The accompaniment is frequently 
Jacking in rhythmic interest, to avoid lessening the prominence of 
the melody. 


Ex. 83. Chopin 一 Noctzur7e, o 力 . 48， 720. 7 


ee 和 


Jn the jatter Part of the nineteenth century some composers be- 
came interested in complicated Part-writing of a chromatic nature， 
andiin their efforts to conceal the underlying harmony and increase 
the contrapuntal interest, obscured and even obliterated the feeling 
6f harmonic Progression. Whether dejiberate or inadvertent，this 
amounred to an impoverishment of the rhythmic life of the mnusic, 

For Vitality of contrapuntal rexture over a clear harmonic 
hythmic background, the works of ]. S. Bach remain the models 
of perfection throughout the period. 
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EX. 84. Bach 一 权 eli-tezzbpered Clavicbord, 骨 ， Fzugze 7O. 7 
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Frequency of change and rhythmic quality of the change are， 
then, the two main features of harmonic rhythm. When the har- 
mony changes too ofren the effect is apt to be one of restlessness and 
bustle. 


EX, 85.Chopin 一 4fazzrRa 0 力 . 89 10. 2 


Widely spaced changes of harmony give the impression of breadth 
and relaxation. 


HARMONIC RHYTIHM 47 
国 二 X. 86. Mozart 一 G-7zizo7 S7771 力 Do7z7y 


STATIC HARMONY 


工 here are instances of complete absence of harmonic rhythm 
hiroughout whole sections of a composition. One of the most famous 


必 ERamples of this effect of static harmony is the Prelude to VVagners 


iisic drama Das Rbpeizgold, where the chord of 下 -fat major serves 
ESithe unchanging background of the entire Prelude，one hundred 
aidthirty-six measures in moderate tempo. 

Static harmony，or absence of harmonic rhythm, is more often 
Eleasa defect in music by composers of inferior gifts. Like all other 
Eechnical resources, it is successful when appropriate, and is bound 
[Dibe ineffective when the result of indifference or unawareness on 
the part of the composer. 

JEhe rhythmic quality of the harmonic change is infuenced by a 
iumber of factors, often of no little subtlety and open to differences 
of Opinion as to their values, but of Prime importance to the student 
奸 he aspires to an insight into the function of harmony as a musical 
Eneans. 


TIME VALUES 


Eirst among these factors is the agogic element, the effect of time. 
Enag and short values, it is generally agreed, are synonymous with 
heavy and light, strong and weal, rhythmic quantities. Down and 
ap in terms of beats, should not be included in this Parallel. 


HARMONTY 


走 三 江 直 = 主 站 


strong weak strong weak 


The application of the Principle of long and short values to chords 
on the same root imparts a rhythm, but this should not be rhought of 
as harmonic rhythm，which has to do with harmonic changes. 


EX，88. Beethoven 一 Sy71tzjpPo7zy 720. 7 
Allegretto 


直 E 


A:I V 
Harmonie rhythm 


STRONG AND WEAK PROGRESSIONS 


From a Purely harmonic standpoint, the basic factor in rhythm is 
the inherent rhythmic value of each harmonic progression. These 
values seldom exist in music without rhe influence of other factors 
but should be clearly established by Playing the Progressions in 
their simplest forms. 

A strong Progression is one which gives the impPression of weak 
(hght) Proceeding to strong (heavy). Using the bar-line for its 
traditional Purpose，we may say that a bar-line could properly be 
Placed between two chords of a strong Progression. In general, the 
Progressions with root moving by fourth, fifth, or second are strong 
Progressions. 


EX. 89 
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站 progression with root moving up a third is a weak Progression， 
iing a rhythmic impression of strong to weak. The bar-line is not 
Erdinarily Placed between two chords of a weak Progression. 


工 he progressions with root moving down a third are not defi- 
aitely either weak or strong. 


EX. 9 


导 When more than rwo chords are involved it will be noticed that 
astrong Progression is capable of becoming weak by association 
With other strong Progressions，The following ,example shows 
groupings of such Progressions，with bar-lines indicating rhythmic 
anterpretations to which rhey are susceptible. Let ws repeat that the 
Eline is but an indicator of the interpretation and not a cause of it. 


With the limited materials now at his command the student wil 
nor be expected to apply advanced Principles of harmonic rhythm. 
Kis advisable at this Point, however, to mention some other rhyth- 
Ialc influences Which will surely be Present in almost any Imusic 
that is examined. 
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DISSONANCE 


Dissonance is contrapuntal in Principle and is an important ele- 
ment in motion. The dissonant chord and its resolution may, how- 
ever, coOmpose either a Strong or 3 weak Progression. The harmonic 
rhythm is concerned with root movement and is either confrmed 
or contradicted by the Polyphonic supPerstructure. 


EX, 93 


DYNAMIC INDICATIONS 


Directions for nuances of loud and soft, crescezdi and dizjizzzle71dD 
accents, sforzaz1di and the like, are of course not elements of har- 
monic rhythm. Their use is ordinarily to confirm and accentuate 
the natural rhythmic feeling already Present in the music, although 
sometimes for a particular expressive Purpose the composer may 
employ them in a contrary Sense, 


EX. 94. Beethoven 一 So7zata, 0 力 . 32) 720. 了 


Allegretto vivace 


In the above example the second chord，although a dominant 
seventh chord, is in a position and inversion which would allow 
of its complete absorption into the tonic chord， the soprano and 
bass being Passing tones and the alto an auxiliary. The accent indi- 
cated by Beethoven would never have occurred to the Player if no 
dynamic signs had been given. 
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了 PASSING CHORDS 


工 he question raised by the Beethoven example，of whether a 
Vertical combination of tones is an independent chord, or just some 
lodic tones which happen to harmonize at the moment， depends 
mVarious considerations and is often open to varying interpreta- 
ins, Ir will have to be decided mainly on rhythmic grounds， but 
Gane should take into consideration the general pace and musical in- 
Ent of the piece. 
Jn this example rhe speed of the music justihes a broader view of 
上 he harmony, so that rhe harmonic meter of one chord per measure 
Seems reasonable. 


EX 95.Scarlarti 一 Sozatl 


Presto 


县 


: On the orher hand, in a slow tempo the Passing chords are dwelt 
pon long enough to give them harmonic significance. 


EX 96. Haydn 一 Sozxata 


PEDALS 


The Pedal effect, where a tone, usually the bass, is held trhrough 
larmonies which are foreign to it is rhythmically static，since ir 
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deprives the harmonic Progressions above of their basses and tends 
to cause them to be heard as melodic tones over a single root. 


SYNCOPATION 


Syncopation implies a well-established rhythmic pulse, the effect 
being based on a dislocation of that pulse by giving a strong accent 
where one is not expected, and suppressing the normal accent of 
the Pulse. 

There are four ways in which syncopation may be employed. 

IIhe Principal melodic line may be syncopated against the 
harmonic rhythm, or Pulse. 


EX. 97. Schubert 一 Q@zarte o 力 . 29 


2， The pulse may not be actually heard but may exist by analogy 
with the preceding measures. 


EX,. 98， Beethoven 一 9o7zatb, o 力 . 107 


Allegretto 
和 = 
加 和 委 二 三 二 


3. Both melodic and harmonic rhythms may be syncopated 
against a Pulse Previously estabjished but not heard at the moment. 
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EX. 99. Brahms 一 17zzter71tez20，0 力 . 178，710. 2 


让 
一 机 
由 [ 


A:I 人 IV 工 工 


4. The harmonic rhythm may be syncopated，while the rhythm 
6f the melody continues to agree with the established pulse. 


Ex. Too。 Chopin 一 Prejzde, ob. 28, 70. 了 


THE ANACRUSIS 


The common term for anacrusis is up-beat, as opposed to thesis, 
imeaning down-beat. UP and down are good descriptions of the 
zhythmic effects produced by anacrusis and thesis, Probably because 
We instinctively think of a conductor's stick or a viojlinist's bow. 
Rhythmically， however, these terms should not be taken to mean 
Weak and strong, respectively. The up-beat may be strong, intro- 
ducing a weak down-beat. 


EX. 101. Brahms 一 1zzter7Nez20，0 力 .76 710. 6 


Andante eon moto 


二 


A: 工 法 T 演 三 立 
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Or it may be weak rhythmically, the stress coming on the down- 
beat. 


EX. 102. Schumann 一 41bzszzz for tbe 了 ozxzg, 20. 30 


Lento 
< 


卫 XERCISES 


I. Construct short Phrases of about four measures, in four-four 
time, using triads in root Position, according to the following varia- 
tions. 

3a， With only one harmony Per measure 

b.， With two harmonies Per measure 

c. With three harmonies Per measure, divided in various time 
values 

d， With four harmonies Per measure 

2. Arrange the following series of chords into phrases，with es- 
Pecial attention to the placing of strong and weak progressions. 

3a. 上 上 -fat major: IV-II-V-II-VI-I-IV-V=-I 
b. A minor: II-V-I-VI-IV-II-V-I 

3， Write the following chord progression in as many different 
Thythmic variations as possible, apPlying Principles described in this 
chapter: V-VI-IV-L. 

4. Harmonize the following basses in four Parts. 
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CHAPTER SI 


畜 婚 


THE HARMONIC STRUCTURE OF 
THE PHRASE 


mony as the average harmony exercise. It may be argued that 

the purpose of the harmony exercise is to teach the manipu- 
lation of chords, and that the more chords it is made to contain the 
more Practice the student will have. But here, as in all other stages of 
our study, we must continually recall the objective of harmonic the- 
ory, namely the clarification of the Practice of composers in the use 
of chords, Harmonized chorales and hymn-tunes，wirh harmony 
changing more or less regularly on every beat，represent 3a Very 
small part of the literature of music in the eighreenth and nineteenth 
centuries and, however admirable and appropriate to their purpose 
they may be, they are not representative of the common Practice 
of thec period. 

Just as regularity and symmetry seem to have been sought in 
Thythm, those qualities are found to be much in evidence when we 
consider phrase structure. The great majority of phrases, when they 
have not undergone extension or developmenb are of four and eight 
Imeasures. In very slow movement a Phrase may contain only two 
measures and in a fast rempo it may contain Sixteen. 

Since we are concerned Primarily with norms we shall deal at 
first with four and eight measure phrases. The student will notice， 
however, the added musical interest of the Phrases he fnds which 
do not agree with the standard. These irregular phrases will fall into 
two categories, For the most Part they will be phrases which were 
originally four or eight measures long in conception, but have been 
made longer by one or more technical processes，such as the se- 
quence or rhe deceptive cadence, harmonic devices to be examined 
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A PHRASE of music seldom contains as many changes of har- 
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jater in this book. The others will have originated with their odd 
humbers of measures (Ex. ro3). 


EX. 103. Brahms 一 Ballade, ob. 778) 710. 3 
Allegro energico 


NUMBER OF HARMONIC CHANGES 


It is possible that the Phrase be constructed on a static harmony， 
although there is usually some Particular reason for this.The ex- 
ample below is of a phrase which serves as introduction to the main 


body of the Piece, setting the stage for what is to come. The same 
Phrase is used to close the piece. 


工 he other extreme， ITepresented by the following two examples， 


MS Yery restless in fast tempo but capable of dignity and sturdiness 
When the movement is rather slow。 
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EX. 109. Schumann 一 Sy7zzzpjpozic Stzdiey， o 力 13 


Presto possibile 


Z:IMIVTV II VIIVI I 了 ITVYV 间 : 竹 . 沁 : 工 


EX. 106， Chopin 一 Noctzur7ze, o 力 . 37,， 0O. 7 


Andante sostenuto 


Meost Phiases will show a more balanced harmonic activity. The 
chord changes are designed to lend life and movement without 
drawing too much attention to themselves. No rule can be given， 
as all degrees of variation in the amount of harmonic change can 
be found between the two extremes， 


DISTRIBUTION OF CHORDS 


The harmonic rhythm，or pattern of the distribution of chord 
changes in the Phrase, is of great importance in the structure. This 
Point should serve as a basis for extensive research during the study 
of harmony, to bring out the grcat diversity of effect achieved by 
harmonic means. 


Changes of harmony recurring at regular intervals, like a Pulse, 
are fairly common. 
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EX. 107. Brahms 一 机 altz, o. 39, 20. 7 


0 9 RS 


Usually, however, the changes will form a Pattern of short and 
long time values, as well as weak and Strong rhythmic progressions. 


EX. 108， Beethoven 一 Sozata, o 力 . 9 220. 7 


三 三 三 三 三 三 = 三 


< 一 一 
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THE PHRASE BEGINNING 


了 Phrases do not necessarily begin with the tonic chord,nor do 
they necessarily begin on the first beat of a measure. Rhythmically， 
the start may be either anacrusis or thesis，Harmonically，it is 
customary in the first two or three chords，the first harmonic 
formula, to make clear the tonality. As has been Pointed out, this 
does not require the Presence of the tonic chord. 


EX. 109， Mozart 一 9o71atd, 开 . 110. 287 


Allegro 


Here the first chord is actually the dominant of C, but, since the 
key is B-fat and C is the second degree, the chord is Properly called 
V of IL a form of VI. 


THE PHRASE ENDING 


The end of the phrase is called the cadence, always marked by 3 
certain conventional harmonic formula. Ic will sufce here to indi- 
cate the essential features of rwo types of cadence, as these will be 
the object of detailed study in a larer chapter. 

工 he azitpbemtic cadezce is comparable to the full stop or period in 
Punctuation, and consists of the progression V--I. 

工 he bajf cademce is like a comma, indicating a partial Stop in an 
unfinished statement. Ir ends with the chord V，however ap- 
Proached， 

The following example shows two phrases, the first ending with 
ahalf cadence and the second with an authentic cadence. 
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二 TIo。Mozart 一 Sozxata, 玉 . 70. 333 
Allegretto Srazioso 


三 三 三 


叶 
half cadenee 


工 
authentie cadence 


MASCULINE AND FEMININE ENDINGS 


Jnithe above example the phrases end with the final chord of the 
cadence rhythmically stressed, the bar-line being placed just before 
in the half cadence and before I in the authentic cadence. This is 
alled the masculine ending， or masculine cadence. In locating the 
Wichord in cadences, the position of the dominant bass note should 
De taken, If there are foreign tones above it, they are temporarily 
displacing notes of the V chord and will resolve into it, as in the 
half cadence above. 

站 cadence in which the two final chords give the strong-to-weak 
环 ythmic progression is called a feminine cadence, or feminine end- 
于 g as in the example below. 


EX Schumann 一 囊 arvest Sozg, ob. 68，770. 24 


con allegrexza) 
3 
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UNITY AND VARIETY 


The principles governing the selection and distribution of chords 
within the phrase are those of unity and variety，conditioned by 
any Special purpose for which the phrase is constructed. Such a 
Special purpose ls illustrated by Ex. 1o4, in which the static harmony 
was apPropriate for the introductory function of the phrase. An- 
other special Purpose would be that of transition，in which the 
Phrase would be in a state of moving from one Place to another， 
tonally speaking. Another would be the Presentation of a phrase 
Previously heard but in a new form, with varied harmony, or with 
developments and extensions: 

Before such aspects are investigated, it is important to know what 
the harmonic structure consists of in normal phrases having no 
extraordinary functions, but whose role is simply that of presenta- 
tion or exposition of the musical thought without development or 
manipulation. 

HHarmonically,，a phrase consists of a series of harmonic progres- 
sions or formulae designed to make clear and maintain the tonality， 
and to confirm and enhance the harmonic implications in the 
melodic line. These are Principles of unity. The harmony alone w 让 
ofrten seem to possess too much unity，with many repetitions of the 
Same root Progressions. This is balanced by other significant features 
in the phrase. 


EX, II2. Beethoven 一 Sozata, o 力 . 49) 720. 2 


Tempo di minuetto 
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(See also Ex. 1o7.) - 

Ordinarily, however, it wil be found that a great deal of attention 
有 sbeen paid to the matter of balance between unity and variety， 
EUhain the choice of roots and in their rhythmic distribution. In- 
westigation of this Practice in the works of various composers is ex- 
Eiemely profitable. 

卫 he more obvious Principles of harmonic variety, such as change 
证 key (modulation) and chromatic alteration of the chords，w 贡 
HE Subjects for later treatment. The Program of study at this point 
Aiconsist of the following steps: 

本 Analysis of a given phrase, deriving a rhythmic Pattern of root 
Progressions, shown by Roman numerals. 

ER Construction of a four-Part harmonic scheme showing the 
eduction of the original texture to these terms， 

EUsing as a basis the Pattern obtained in the first step, construc- 
ionmof an original phrase unlike the given phrase. 

了 here follows an iustration of the application of these steps. 


EXUii3.Schubert 一 No. ! of Tpree Grazd So7zz4t05 


五 己 | 


和 了 he Pattern of root changes is as follows: 


EX. II4 
人 小 0 
Ap T 本 下 1 IT WV I V 


工 he phrase begins with I on the down-beat, The I-V progression 
isSTepeated in the second measure with a rhythmic variation. The 

rd measure offers harmonic variety by introducing the modal 
egree triad VI Preceded by IIL altered in the original to become a 
dominant of VIL The phrase ends with a masculine half cadence， 
With the Progression ITV-V as weak-to-strong (short-to-long ). 

b。 Using only triads in roor Position, these being the materials at 
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Present available to the student，the following harmonic scheme Schubert 一 Sozata, op. 6f 
would be derived: 


EX. II9 


二 工 时 I 工 亚 VI 工 


c.， Taking advantage of the slow tempo to gain variety in the 
melodic lines by moving abour among the chord tones，a version 
like the one below can be made. Note also the organization of the 
melodic rhythms. 


卫 XERCISFS | 


2。Construct original phrases，four measures in length: 
a. Starting with anacrusis and ending with feminine cadence 
b. Starting on down-beat and ending with mascujine cadence 
c. With minimum of harmonic activity balanced by melodic 


LI， 工 reat the Phrases given，following the three steps as in the 
example above: 
3. Derive the rhythmic pattern of the roots of the harmony-. | 
b. Construct the four-part harmonic scheme. | 


- Imovement 
c.， Construct a new Phrase from the derived harmonic basis. d With maximum of harmonic activity and':little melodic 
Mozart 一 Sozata, 开 . 10. 284 | movement 
Andante 了 Construct phrases according to the following patterns: 


a, 人 -fat major, rwo-four time, slow: 


ITIvV IIV IIvvmiV 1 


(cf. Beethoven. OP. I3.) 
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b. D-major three-four time, fast: 


v iT 1 V II 


并 1V ;IT 工 | TV 


(cf. Beethoven. Op. ro, no. 3.) 
c. A-major, rwo-four time, slow: 


， ， 1 
V TII 溉 :于 本 1 IE TY 
1 


(cf. Schumann. OP. 68, no. 28.) 


CHAPTER SEVEN 


浴 儿 


HARNMONIZATION OF A GIVEN 
PARTI 


of harmony is the acquisition of the ability to harmonize melo- 

dies， IThat is an accomplishment which ought narurally to 
Come as a by-product of the Proper scientific study of harmonic 
Usage, but an accomplishment singularly lacking in opportunity or 
miecessity for its appjication. 上 xcept in restricted，specialized fields, 
aimusiclan is rarely called upon to furnish harmony for a melody. 

了 he mental steps involved in the process of harmonization make 
ji however，one of the most valuable exercises in the study of 
larmony, and it should be regarded always as a means rather than 
an end, The function of a harmony exercise is to clarify principles 
by Practical experience with the material. The attempt to go over 
the same ground, to solve the same problems as the composer，w 训 
aford, as no purely analytical process can, an insight into the nature 
and details of these problems and into the manner and variation of 
their solution. 

During the period we are taking as that of harmonic common 
了 Practice, nearly all the melodies are of harmonic origin. They were 
Either evolved from chord tones, with the addition of nonharmonic 
melodic tones，or they were conceived as having harmonic mean- 
ng, expressed or implied. So the process of harmonization does nor 
了 ean InvVention， bur in a sense rediscovery of elements already in 
Exlstence. 


Nevertheless one should discourage the ambition to discover the 
C: 67 


T MUST not be thought that the ultimate objective of the study 


68 HARMONY 


“aurhor's harmony,”especially in academic，manufactured，text- 
book exercises. There is nothing more depressing than the Perusal 
of the“key to the exercises.” 下 ven if the given soprano is a melody 
by Mozart，no Premium should be Placed on guessing the exact 
chords and their arrangement as used by the composer. The Profit 
for the student lies in the intelligent comparison of his own version 
with that by Mozart. 

It is characteristic of the nature of music that any melody is capa- 
ble of suggesting more than one choice of chords, to say nothing 
of the numerous possibilities of arranging them. True harmoniza- 
tion，then，means a consideration of the alternatives in available 
chords, the reasoned selection of one of these alternatives, and the 
tasteful arrangement of the texture of the added Parts with due re- 
gard for consistency of style. 


ANALYSIS OF THE MELODY 


JIn order to fnd the available chords for consideration, one should 
strive to make as complete a harmonic analysis of the melody as 
Possible, in as many versions as seem to Present themselves. The first 
question is, of course, the tonality. Some melodies of restricted Tange 
may offer several possibilities of key and mode，even if we limir 
ourselves to the use of triads in root Position. 


EX. II17 
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马 : 工 WII II T (WE) 工 

工 he Possibilities for different interpretations as to tonality and 
iode of a melodic phrase will increase with the student's further 
acquaintance with harmonic resources. 

Determination of the key will depend upon the diagnosis of the 
cadence. At Present there are but two cadences to be considered， 
Oneending on the dominant chord, and one ending with the Progres- 
Sion V-[. In the above example the final note was interpreted in turn 
as dominant of C, tonic of G, and mediant of 下 . Tonalities contain- 
ing one fat or more were not acceptable because of the B-natural 
the melody. Likewise keys of two sharps or more were not good 
Since C-natural was Present, The absence of the F made it possible 
tO choose keys containing either F-sharp or F-natural， In the 下 
ininor version the leading-tone triad was used for the soprano note 
羡 , and is here clearly a form of dominant harmony. 

了 aving decided on the key and having marked the Roman nu- 
imierals of the last two chords，one should next consider the fre- 
quency of change of the harmony. With triads in root Position 
there will not be a great deal of flexibility in this, but two oppor- 
tunities may be offered for departure from the monotonous regu- 
jarity of one chord for each soprano note. 


MELODIC SKIPS 


When a melody moves by skip, itis likely that the best Procedure 
Wall be to use the same harmony for both notes. 


EX. I18 
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Exceptions to this will usually arise from questions of harmonic 
rhythm. If the two notes involved in the skip occur at a Point where 
the harmonic rhythm would appropriately move from weak to 
strong, then the harmonic roots w 记 probably be different. 


EX. II9 


Such a rhythmic effect is generally Placed so that the second 
chord falls on the first beat of a measure，giving rise to the often 
stated rule that it is better to change root over a bar-line. The weak- 
to-strong rhythm may, however， be found within the measure， just 
as the first beat, as we have seen is sometimes not the strongest. 


EX. I20 


SUSTAINED TONES 


If the harmonic rhythm seems to demand frequent chord changes， 
it may happen that a tone of the melody will hold through as a tone 
common to two or more different chords. 


EX. I2T 


is，of course，Possible that melodic movement in the other 
voices, without change of root, may be more desirable. 
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EX. 122 


AVAILABLE CHORDS 


After having decided on the tonality and having made a Prelimi- 
nary decision as to the general harmonic activity, or frequency of 
hords, each nore of the given Part should be examined for its Possi- 
ilities as a chord tone. These should actually be written, as Roman 
numerals, in order that all the menrtal steps may be clearly seen. 

JIn working with a given bass only one chord was available for 
Each rone, since the given bass notes were at the same time the roots 
6f the triads. When an upper voice is given, each tone furnishes a 
Ehoice of three triads. A given tone can be the root the third, or the 
ffth. 


EX. 123 


工 his step is shown applied ro a short melodic soprano Part: 
EX.I24 


了 


SELECTION OF CHORDS 


了 the last measure of the above example we can at once eliminate 
the VIand the IV, as we wish to end the phrase with either V or 工 
Siice 工 remains, the cadence will be an authentic cadence，SO we 
Choose V to precede the I. The VII would not be a good substitute 
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for V here because it would give a doubled leading-tone. In measure 
4 we can also eliminate the VIL In measure 3 either I or VI could 
serve for the whole measure. In measure 2 the VITs can be struck 
out. Also the II will prove a troublesome choice for the second beat 
as it would make Parallel octaves if followed by L, and would not 
give a very satisfactory bass interval if followed by VI. So we con- 
clude that measure 2 had better contain either IV-V or II-V. These 
eliminations leave the following alternatives: 


EX. 125 


下 和 生生 生生 在 和 生生 


Considering what we now have from the standpoint of unity and 
variety, and harmonic rhythm，we see that the only chance to use 
VIis in measure 3j, and rhat the progression V-VI would be good 
here as a variation to the V-I which must come at the end. So we 
eliminate the L and in consequence decide that we had better use I 
in che first measure for unity. In measure 4 both IV and II could be 
included under the same soprano note, adding variety of melodic 
and harmonic rhythm, in which case we would not use II in meas- 
ure g, but keep V for the whole measure. 

The above reasoning brings us to the conclusion below, with the 
resultant bass Part. 


下 X, 


Writing the inside parts will ofren require irregularities of dou- 
bling and changes of position. Care should be taken to make the 
connections as smoorh as possible and ro avoid Parallel octaves and 
和 fths. 
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下 X. 


中 _ 
b 


The above are mental steps in the reconstruction of the harmonic 
background of a given melodic part, It is inadvisable to hurry over 
them or to omit them in favor of a harmonization which happens to 
Present itself spontaneously，especially in the first stages of study. 
了 荆 he weighing of the Pros and cons, so to speak, of each problem of 
detail and of the whole constitutes a profitable experience and Prac- 
tice which even the Person gifted with a fair for improvisatory 
harmonization cannot afford to miss, 


DIVISION INTO PHRASES 


T 工 he melody will probably contain more than one Phrase，unjess 
itisa single Phrase Purposely designed for Practice, or isolated from 
js surroundings. The problem of the location of the cadences is 
Very ofren simplifed by an obvious break or resting point in the 
course of the line. 


EX. 128 


half cadence 一 


authentice cadence 一 一 


Jn other cases there may be less evidence in the melody itself, or 
even an ambiguity, so that it becomes a function of the harmony to 
make clear the punctuation of the phrases by the Presence of a ca- 
dential formula， Preferably a half cadence, sometimes reinforced by 
the arrangement of the harmonic rhythm. 
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Here it would be impossible to follow what on first sight seems 
to be the phraseology of the melody, and stop on the half-note G 
with an authentic cadence. A_ more satisfactory balance is obtained， 
however, by a half cadence in which the dominant harmony oc- 
cupies the whole of the fourth measure. The half-note G would 
then be the start of the second Phrase. 


USE OF FORMULAE 


It was advocated in the course of the discussion of harmonic pro- 
gression that groups of rwo or three chords might be learned as com- 
monly recurring formulae or harmonic words. A vocabulary of such 
Words is extremely useful in the planning of a harmonization. One 
recognizes an upPer voice of one of the formulae as Part of the 
melody and the stage of considering alternate chords becomes a 
Stage of considering alkernate formulae. 


This group of notes, or motive, instead of being regarded as four 
isolated chord tones to be related, could be remembered as the fa- 
miliar upPer voice of a number of formulae, such as these: 


卫 X. I3I 
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工 he principles of unity and variety are noticeable in a good har- 
monization. The harmony does not go so far afield as to be irrelevant 
fo the intentions of the melody, but it should at some moment Pres- 
人 at some aspect which is not entirely commonplace and expected， 
平 he bass should be a good contrapuntal line in comparison with the 
剖 wen part. The harmonic rhythm should be planned ro corroborate 
the fundamental pulse implied by the melody and to add rhythmic 
者 terest at points where this is not contributed by the given voice， 
开 he rhythmic and melodic style of all the added Parts should be in 
accord with the style of the given Part. 


EXERCISES 


In addition to the written exercises designed to apply the Points 
aised by each chapter' it is expected that students will be given 
元 ich practical harmonic analysis as a Parallel activity， It is the 
Witer's experience that one class meeting Per week devoted to the 
aalysis of works important in the development of harmony in the 
Gilighteenth and nineteenth centuries is not excessive， 

了 Harmonize the following soprano melodies，using triads in 
root Position. 
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CHAPTER EIGHT 


涝 多 


MODULATION 


to remain ln one key throughout a Piece of any length is 

aesthetically undesirable. The Process of modulation, mean- 
ing change of key, js one of the most important resources of variety 
于 music. 

奴 change of key means a change of tonal center, the adoption of 
adifferent tone to which all the other tones are to be related. 

Any chord, or any group of tones, can be interpreted in any key. 
工 his is but another way of saying that a relationship can be found 
between any given chord and any one of the twelve tones chosen 
双 a tonal center，or key-note, The ambiguity of the single chord 
Was pointed out in the discussion of tonality, and it is just this am- 
Diguity which is the basis of che technique of modulation. 

工 aking the triad of C major, the following interpretations can 
be given it without using more advanced chords than those which 
have already been used by the student: 


三 全 二 二 | 32 三 | 


CLFVGIV,AIILEVLandDVII (descending minor). 


(or apPear to have been in consistent agreement that 


工 he relationships to the other six tones are given here for com- 
Pleteness，but require a knowledge of chromatic alterations: C- 
sharp:VofIII E-fat:VofII; E:V of the Neapolitan sixth; A-fat: 
YofVI; B-fat:VofV; B:I Neapolitan sixth. 

王 he above are not the only relationships existing in each case, but 
are 0 人 fered as examples to show the principle. 

77 
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There are three stages in the mental Process of effecting a modu- 
lation within a phrase. First, 3 tonajity has to be made clear to the 
hearer. Second, the composer at some Point changes his tonal center. 
Third, the hearer is made aware of the change， and the new tonal 
center is made clear to him， 


THE INITIAL KEY 


Jn the first stage, the establishment of the first key, the Principles 
described in the chapter on tonality should be observed. It is not 
essential that the tonic chord should appear, but the dominant must 
be made to sound as such. Indecision due to overuse of modal de- 
grees and their harmonies may result in the whole phrase being 
heard as in the second key, especially if rhe second key is strongly 
established. 

VVhen the phrase containing the modulation is not the first phrase 
of the Piece there js less responsibility to establish the first key， 
Provided thar ic is rthe key of the preceding cadence. 


THE PIVOT CHORD 


The second stage of the modulation involves the choice of a chord 
which will be conveniently susceptible to the change of tonal view- 
Point. In other words, it wilbea chord common to both keys, which 
we w 记 call the Pivot chord, and to which we will give a double 
analysis， 

For example, the C major triad could be employed as a Pivot 
chord in a modulation from C to G, indicated thus: 


EX. 133 | 


念 w 


The pivot chord selected is preferably not the V of the second 
key. In the second stage we are still at the Point where only the 
composer is aware that a modulation is to take Place. The sounding 
of the dominant chord of the new key belongs to a later stage, when 
the hearer is made to realize that a new tonal center is being felt.To 


EX. 134 全 
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Put it a little more technically, the Pivot chord should be Placed in 
advance of the apPearance of the dominant chord of the new key-. 

工 he following scheme represents modulation effected by means 
证 the pivot chord shown above: 


G:IVIVI 


THE NEW KEY 


Establishment of the new key is accomplished by means of the 
Eadence which ends the phrase, although there may occur Strong 

Fogressions in the key before the cadence. The cadence may be 
Either a half cadence or an authentic cadence. 


EXAMPLES OF MODULATING PHRASES 


EX.T35。 Mozart 一 Fazztasio, 及. 710. 397 


Allegretto 


he analytical Pattern of this Phrase is as follows: 
EL1 


D: 工 IV 了 3 
:下 立 II TV I 


Reduced to triads in root Position, the harmonic background is 
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全 二 到 
4 十 汉 才 
和 和 汪 


This is a modulation up a perfect ffth, or from a given Key to the 
key of its dominant. The key of D is unmistakably established by 
the Progression I-IV-V-I. I of D is identical with IV of A, so 
is taken as the Pivot chord, and it introduces the V of the new key， 
making the strong tonal Progression IV-V in A. The Phrase ends 
with the authentic cadence strengthened by the II Preceding the 
V-[. 


EX. 138. Bach 一 Frezcp Suite 70. 3，4fezztlet 


Pattern: 
s39 3 
人 0 


Harmonic scheme: 


MODULATION 8r 


下 ere the modulation is up a minor third, from a minor key to its 
才 lative major. The I-V progression in itself would not be su 全 cient 
局 establish B as the tonic, if it were not for the numerous repeti- 
fions. The pivor chord here is IV，which is translated into II of D， 
ad proceeds to V. 


EX. 141， Beethoven 一 Qza7te5 ob 128 70. 了 


3 
D:II HH VIVI IJDYVI 


下 armonic scheme: 
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A _ modulation up a major third, The Progression II-V-I con- 
firms the key of D. The pivor chord is VI of the major mode and 
is taken to be the equivalent of IV in F-sharp, minor mode. Then 
follows the strong Progression TIV-V-I in the new key. 


RELATED KEYS 


All keys are related. It is only a question of the degree of relation- 
ship. The common expression“related keys”means always those 
most closely related. 

工 he relationship of keys has two aspects of definition. The first 
conception is based on the number of tones in common between two 
keys. Thus ir is Plain that the keys C major and G major are very 
closely related since they differ in scale only as toF and F-sharp. By 
this definition the keys of nearest relationship to a given key are 
those having one sharp (or fat) more or less in the signature. 


hfajor Mode 


C maj- Amin，、Gmaj， 卫 min。 Fmaqj. Dmin. 


It wil be noted that the key-notes in the above example comprise 
the steps of the scale of C major, with the exception of VIL and that 
the modes of the keys, as shown by their tonic chords, are in agree- 
ment with the triads on the scale degrees of C major. The minor key 
having the same signature as a major key is called its relative minor. 
工 he“family”of keys in the above ilustration can be described in 
this way: tonic (major); dominant; sabdominant; and the relative 
minors of all three. 


MODULATION 83 
Mfizor hfode 


和 三 :三 三 三 二 三 汉王 汪汪 汉 汪 | 


Amin.Cmaj. 卫 min，Gmaj，D min，F maj. 


于 he keys having one sharp (or fat) more or less than a minor key 
sow two important differences. The second degree is missing， It 
避 刘 be remembered that II in the minor mode is a diminished triad 
and could not serve as a tonic chord, The seventh degree, however， 
下 Present, not in its form as leading-tone triad but as a major triad 
Ga the seventh degree found in the descending melodic scale，Its 
relationship is that of relative major of the dominant. This“family” 
6fkeys may be described thus: tonic (minor); dominant; subdomi- 
mant; and the relative majors of all three. 


INTERCHANGE OF MODES 


During the nineteenth cenrury，as more interest in harmonic 
color developed, the latent potentialities of another aspect of key- 
Felationship were exploited. This is the closeness of the major mode 
toithe minor mode having the same tonic. Under the Principles just 
Gutlined, the keys C major and C minor are rather distantly related 
Since there is a difference of three fats in the signature. VVe have 
Seem however, that these two keys are Practically identical, having 
as they do the same tonal degrees and really differing only in the 
third degree. Practice in the ninereenth century，and much indi- 
Vidual practice in the eighteenth, tends to regard the two modes as 
Simply two aspects of one tonality, so that the“family”of keys is 
Ereatly enlarged. 

Rather than compile a list of related keys under this broader prin- 
ciple it is more Practical to consider each pair of keys individually. 
工 he method of appraising the relationship of a second key to a main 
tonality is the same as that of relating a chord to a given tonality. 
下 he new tonic note is interpreted as in the fundamental key, to- 
gether with its Particular form as a chord. 

工 hese are a few gxamples: 

了 PD major is related to C minor as dominant of the dominant. 

六-fat major is related to C major as minor sixth degree. 
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GE minor is related to C major as dominant minor, or as subdomi- 
nant of the second degree, or as supertonic of the subdominant' etc. 

In this way tonalities themselves can be said to Possess tonal func- 
tions in relation to one another, which partly explains the care which 
composers have customarily bestowed upon the key-scheme of a 
composition. Modulation is an element of variety but also ofvuniry 
when the balance of rhe keys in support of a main tonality is used 
to advantage. The key-scheme, or Pattern of keys, is therefore one 
of the most significant ingredients of form. 


EXPLORATION OF MEANS 


The steps given show how the composer modulates by adopting a 
new tonal center for a given chord. The problem is slightly different 
when rwo tonalities are given and the Pivot chord is to be found. 
Here, as in all branches of theoretical study, it is urged that no steps 
be omitted. They should rather be dwelt upon for what can be 
learned from them. It is natural to take advantage of the first good 
Pivot chord that comes to mind, and if may happen that none better 
could be found. Bur the srudent should be advised and even required 
at least a few times to fnd all the possible Pivot chords between two 
given keys, and then to select the one he considers the most effective 
to use. 

Since we are still limiting ourselves to triads，while establishing 
fundamental principles, the exhaustive list of Pivot chords berween 
two keys w 记 nor be very large. The Process of discovering these 
involves the attempted interpretation of all the chords of the first 
key, in terms of the second key. 

Assuming the two keys to be C and B-fat， we first write all the 
forms of the triads we know in C and note those for which we find 
an explanation in the key of B-fat. 
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Looking at these Possibilities， we can say -at once that the B-flat 
V is not very good, for reasons already mentioned. The B-fat I 
Would be excellent for the second key, bub as it is the minor form 
of Tin C, it would be convenient only if we wished ro leave the 
jmpression of the minor mode in the first key. The B-flat I is not 
Yithout objection 一 the note B-fat would have to appPear in C as Part 
of the descending melodic minor scale,， and to make that clear 站 
Would have to Proceed next to A-fat, a note we do not Particularly 
Welcome in B-flat. These considerations leave the two remaining 
Possibilities B-fat III and IV. 


EXERCISES 


IJnterpret the triad below in as many keys as Possible，using 


Roman numerals. 


2. Label the triad below as a Pivot chord in as many modulations 


as possible. 


3， Write out in Roman numerals the scheme of a phrase modulat- 
ing in each of the following ways (four phrases in all)，using only 
trlads: 


。Ihe pivot chord is II of the second key. 

.The pivor chord is V of the first key, 

c. The modulation is to a key a perfect fourth above the 
original key. 

d. The modulation is to a key a minor third above the origindl 
key. 

3a. Analyze the phrase by Schumann, given below. 

b.， Write out the Pattern of the harmonic rhythm of the Phrase. 

c. Construct the four-Part harmonic scheme. 

d.， Using this harmonic pattern，construct a new Phrase dif- 

ferent from the original. 


乌有 “ 
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w 


5. Describe in technical language the relationship existing be- 
tween the key of 下 -fat major and the following keys: A-flat minor; 
G major; B-flat major; C major; F-sharp minor. 

6. Show by Roman numerals the relationship of all the chords 
in A major to the tonality of C-sharp minor. 

7， Write in four Parts the following Phrases: 


acCmin8wimvamiv ilrr li | | 
了 IIVIEIV :1I 
和 了 maj 史 ITvrivmifv | 
IVIIVIV TI 
Bonaj 生 v_ vivIirw 国 辆 | 
8， naVIIVIV 1 


CHAPTER NINE 


涝 多 


CHORDS OF THE SIXTIH 一 
THE FIGURED BASS 


characteristic interval being the sixth caused by the inver- 
sion of the third. 

Adopting the method of musical shorthand widely used by com- 
Posers in the early eighteenth century，most theorists designate in- 
Versions of chords by Arabic numerals showing the intervals made 
Detween the bass and the upper voices. Thus a triad in first inversion 
Would be represented by the figures %, or simPply e, the third being 
understood. With Roman numerals identifying the roots, any chord 
in any inversion can be shown symbolically by this method. 


本 二 三 :三 三 :三 三 :三 三 


major 16 116 Im6 Iv6 V6 VI6 VD6 


吕 " in the first inversion are called chords of the sixth, the 


mminor 
Seale 1I6 I6 II6 IV6 V6 VT6 vI6 


DOUBLING 


Jn triads in root position the general rule js to double the root to 
obrain a fourth tone for four-part writing. This is not the Practice 
Waith rriads in first inversion. 

_Ihe choice of a tone to double is not dependent on whether the 
triad is major minor augmented, or diminished. Nor does it appear 

87 


88 HARMONY 


to have been, throughout this Period of common Practice, a question 
of effective sonority to the ear. The deciding factor is almost in- 
Variably the Position of the doubled tone in the tonality. In orher 
words, tones are doubled which are important to solidity of che key-. 

Customary Procedure in doubling in chords of the sixth can be 
Stared in these two rules: 

3. If the bass (not root) of the chord of the sixth is a tonal de- 
gree' it is doubled. 

b. If the bass of the chord of the sixth is not a tonal degree, it is 
not doubled, but a tonal degree in the chord is chosen for doubling. 


EX. 148 


C:IH6 了 D:I6 


In the above example of the first inversion of a minor triad with 
D as a root, the F in the first instance is the subdominant, since the 
key is C. In the second case, the same chord is regarded from the 
Point of view of D minor, in which F is a modal degree, so that either 
the D, tonic, or A, dominant, is doubled by Preference. 


GENERAL EFFECT 


Harmonically, considered Vertically as a sonority, the triad in its 
first inversion is lighrter, less ponderous, less blocklike, than the same 
triad in root Position. Ir is therefore of value as an element of Variety 
when used with root Position chords. Compare the individual sound 
of the triads in the two versions of a series of triads given below. 


EX. I49 
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Melodically， trhe use of chords of the sixth permits the bass to 
imove by step in Progressions in which the roots would move by 
Skip. Ir ls di 全 cult to arrange a good melodic line for the bass when 
the chords are all in root Position. The bass will also Possess that 
advantage hitherto allowed only the uPPer voices, of moving from 
Foot to third, and vice versa, in the same harmony. 


站 4 4 
全 = 


VE 工 IIV I16n0 V 


Rhythmically， trhe triad in first inversion is of less weight than 
Gne in root Position. In the example above, the progressions Ve-T， 
IIV, and II.-V are fele as weak-to-strong rhythms, and the I-I。 
as Strong-to-weak, The student is reminded, however, that the al- 
Imost inevitable presence of other factors infuencing the rhythm 
Imiakes it unwise to draw concjusions from a single criterion. In the 
following example there can be no doubt that the Thythmic stress 
1S on the first beat of the second measure. 


EX. 15I。Brahms 一 S7zzjpjpozy zo. 7 
Andante sostenuto 


朋 
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VOICE LEADING 


There are no new principles of voice leading or of harmonic 
Progression involved in the use of chords of the sixth. The objec- 
tive of smooth connection of the chords is ever to be kept in mind， 
the normal progression of the voices being always to the nearest 
available Position. It remains a true Principle of contrapuntal Prac- 
tice that doubling and spacing are less important rhan melodic move- 
ment. 


EX. 192 


Here the stepwise contrary motion in soprano and bass is thought 
desirable enough to Permit the doubling of the modal degree B in 
the second chord, Is even though the tone has the Prominence of the 
outside voices. 


CONSECUTIVE CHORDS OF THE SIXTH 


VWVhen several chords of the sixth occur in succession there is a 
tendency for the Parts to move in similar motion and many examples 
may be found of the following manner of voice leading: 


EX,. 153 


6 6 6 6 6 6 
The direct octaves between tenor and bass can，however，be 
avoided, and a much more balanced arrangement made: 


EX. 154 
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THE Ie CHORD 


The first inversion of the tonic triad is one of the most useful 
Chords, and at the same time one of the inversions most neglected 
y the beginner, It serves as a relief from the finality of the tonic 
人 iad in root position, and often provides the necessary variety when 
chord is needed to follow the dominant. Le is a natural harmony 
记 support a melody moving from tonic to dominant by skip， 

Some common formulae containing Te: 


EX, 159 


仑 A 


I6 16  V I I6  IV 


EX 157. Brahms 一 Sy71tpo7zy 720. 了 


Allegro eon brio 一 、 
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I6(inor) 6 


EX. 1948， Mozart 一 So7atg， 及. 710. 332 


THE IIe CHORD 


The supertonic triad in first inversion is Very common in ca- 
dences，where 站 Precedes and introduces a dominant effect. jlt is 
strongly subdominant in feeling， the subdominant being the bass 
tone and usually doubled. Ile often follows l, whereas II in root Posi- 
tion is generally considered an awkward Progression from I in rooft 
Position. In minor, the first inversion is preferred to the root Position 
diminished triad, This minor form is not unusual in combinations 
with rhe major tonic triad. 

Common formulae: 


CHORDS OF THE SIXTH 


了 工 WofII I6 工 Y 


THE IIIo CHORD 


JIT。 is not usually an independent chordi it is a good example of 
the Kind of chord made by temporary displacement of one or more 
tonmes of some other chord, in this case nearly always the dominant. 


三 三 二 兰 = 三 = 生 | 
( 亚 0) (ITr6) 
9 


jn minor it is the inyersion of the augmented triad,， with its char- 
acteristic color. The example below from Die alhzire shows this 
chord actually substituting for a dominant. 
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Like all other chords of the sixth, it may be found in scalewise 
Passages of weak rhythmic value. 

When ir proceeds to VI the third degree may be doubled, and 
regarded temporarily as a dominant of the sixth degree. 

Common formujlae: 


EX. 163 
午 二 
| 人 | 蚂 4 已 弓 
2 已 二 
(9) (mg9 
V I moI IV YV VI 了 6 VI II6 


EX. 164. Brahms 一 Somata for Fiojizz az2d Piaz0，0 力 . 2708 


EX. 166. Chopin 一 Poljozaife, o. 40, 70. 7 


Allegro ?on fuoco 一、 
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THE IVe CHORD 


工 he first inversion of the subdominant triad is often used after V. 
王 甸 rnishes a welcome change from VI when the bass moves up by 
Step. This also avoids the cross-relation of the tritone between bass 
and soprano, likely to occur in the progression V-IV with leading- 
tone in the upper voice. 

工 he chord ls of course valuable for relieving the weight of the 
sabdominant root Position，retaining the strength of the root pro- 
BEession and at the same time imparting lightness and a melodic 
quality to the bass. 

Gommon formulae: 


A: VofIV IV VofIV IV6 IVofrV 立 
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EX. 170。 Beethoven 一 Sy71zbjo7z7 720. 2 


THE Ve CHORD 


Thethird of the dominant is the leading-tone, and the placing of 
that degree in the bass gives the bass strong melodic significance in 
addition to lessening the harmonic rigidity of the progression. The 
bass as leading-tone usually moves to the tonic, so that the next chord 
will probably be I. 

Art times the bass may Proceed downward， as in a descending 
scale. In the minor mode this would be the occasion for the use of 
the descending melodic minor scale in the bass. 


Formulae: 
EX. 171 
上 吉 TCF 
到 台 (vi9) 
全- 
ED 
上 
TIV6I YVv6 I IT V6 IV6 I V6 IV6 


EX, 172. Beethoven 一 Sy7tbpjpo77 20.9 
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王 X. 173、 Mozart 一 Overture ti0 Dozm Giova7171i 
Andante 
2 


三 短 二 | 


上 
了 
了 人 站 


THE VIe6 CHORD 


工 his chord is Similar to IIIe in its incapacity to stand as an inde- 
endent chord. I is nearly always the tonic chord，with the sixth 
degree as a melodic tone resolving down to the fifth.Usual excep- 


tions to this are found in scalewise Progressions of successive chords 
of the sixth. 


Eormulae: 


EX. TI75 


I V  V6YVC 
EXs IT76。 Franck 一 Sy7zzjppozy 
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EX. 177. Chopin 一 机 altz (Posth.) 


THE VIIG CHORD 


The leading-tone triad in first inversion is chiefy used as a Passing 
chord between the tonic chord in root Position and its first inverslon. 
Rhythmically weak, it hardly disturbs the effect of tonic harmony， 
and is frequently analyzed as a grouping of melodic tones above the 
tonic root. On the other hand, if dwelt upon or otherwise given any 
Prominence， it may be felt asatrue dominant harmony. 

Formulae: 


EX.I78 


TVvI6I6 IV VI61I6I6 I6VI6 工 


EX. 179。 Bach 一 术 e1-tezzibpered Clavicbord, 7 Prelzde ?0.3 了 
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EX. 18o。 Mozart 一 Piazoforte Co7zcerto, 开 . 710. 488 


THE FIGURED BASS 


工 he figured bass had a Practical use in the days of Bach and 
百 andel，when the ever-present keyboard instrument required a 
guide to the harmonic background of the music in order to fll in 
iissing parts or to reinforce weak ones. Today, however, there is 
io proper Place for the barso co7tiz2U0, Oowing to the standardization 
0finstrumental groupings. Without denying its historical value one 
Can say that the figured bass is not very Profitable as a harmony 
EXercise. It is a good shorthand method of designating chords, bnut 
he working out of figured basses entails no Problem of choosing the 

Fopriate harmony. The Problem is solely one of distribution of 
Even materials and of correct voice leading. 

Rigured basses should be used Principally for Practice in keyboard 
armony. They should preferably not be written out， but Played 
anew each time，taking different soprano notes to start， It is ex- 
tremely important that they be Played rhythmically，even if very 
slowly. 

工 he principle of denoting upper voices by Arabic numerals Per- 
inits of prescribing all kinds of melodic tones as well as the chords. 
开 he proper method of reading the figures consists in finding the 
miotes by interval and afrerwards identifying the resntting chord. 
工 he combinations， with Practice，get to be as familiar as the notes 
themselves. 

胡 ccidentals are shown by Placing the desired signs beside the 
mamerals representing the notes to be affected. An accidental sign 
standing alone, or under a number， signifies chat the third above the 
ass is to receive that sign. The leading-tone sharp or natural in the 

了 De* 
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minormodeisindicated rthat way.A line drawn through the numeral 
has the same meaning as a sharp Placed beside it. 

The full fguring for a triad in roor Position would be 5,but this is 
used only to Prescribe the exact doubling. (IThe order of the voices 
from the top down need not follow that of che numerals, The fgur- 
ing is the same whether root, third, or fifch is in the soprano voice.) 
Root position triads are so common that it is assumed that one js 
meant when no fgure appears. Sometimes justag or a 3 ls given to 
make sure that a triad in root Position will be used. For the first in- 
version, a 6 is su 全 cient indication, the chird being thereby under- 
Stood. 


EXERCISES 


I.，VVrite out the four-part harmony indicared by rhe following 
figured basses: 


2. Add three upper voices to the following basses using chords 
of the sixth where they are apPropriate: 


三 三 三 三 三 三 三 三 三 三 三 三 三 三 三 三 三 三 
三 三 三 三 三 三 三 三 三 三 三 是 下 三 三 三 :三 三 三 三 


三 


3. Harmonize rhe following soprano Imelodies: 
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和 生生 三 三 三 三 三 三 三 王 芷 全 呈 三 三 生 三 三 三 二 = 


4. Construct original Phrases illustrating the use of the various 
GEhords of the sixth. 


CHAPTER TEN 


渺 妊 


NONHARMONIC TIONES 


Which are not members_of the_ chord against -Which they are 

sounded,Literally， there is no such thing as a nonharmonic tone， 
Since tones sounding together create harmony. VWVe know this Process 
to be the very origin of chords, But the language of music has grown 
like any other language, Certain forms become established through 
usage. VWVe sense a harmonic background capable of reduction to a 
comparatively small number of chords which we call the harmonic 
material of music. These chords make up the harmonic scheme we 
have been drawing up to represent the skeleton, or framework, upon 
Which the more complex melodic structure rests, and, as we have 
seen， they contribute their own underlying rhythmic life tro the 
whole. 

The contrapuntal material of music comprises all the melodic 
tones and rhythms wRicR are interwoven to make the texture. Some 
_ofthesetones apPear as factors of the chords and some do not. Those 

_Ehat do not are customarily called nonharmonic tones: 

ES important to understand that the mnOnharmionic tones do not 
derive their melodic and rhythmic characteristics from the fact that 
they are foreign to the harmony. Their true nature is inherently 
melodic and can be discovered by study of the melodic line alone. 
The Purely melodic quality js emphasized by their not agreeing 
with the chord rones, but it frequently happens that one of trhese 
tones js identical with a chord tone. 

IO2 


下 IS noticeable that the texture of music contains melodic tones 
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EX. 18r 


4 | 并 


TheE in the tenor is a chord tone, while that in the soprano is a 
imelodic decoration of the resolution to C of the suspended D. 

The implied anachronism in the accepted term“nonharmonic 
tones”may be excused on the ground that during the Period of 
harmonic common Practice， which we are studying, the comPosers 
Were so chord-minded that it may be assumed they created melody 
by reference to harmony. In this way the tones would more readily 
be divided intothose which are chord tones and those which are not， 
This is the point of view recomrmended in the study of harmony， 
leaving the other more historical aspect to the study of counterpoint 
and melodic analysis. Neither is complete in itself as a description of 
the practice of composers. 


THE PASSING TONE _ 


人 Amelodic skip may be filed in with tones on all intervening 
diatonic or 2 开 hese are called Passing EDOiies: 


四 = 三 了 于 三 三 三 2 


天 
The interval flled in by passing tones is not necessarily an intervVal 
between two members of the same chord. 


EX. 183 于 三才 
| 和 | 
引 直 


下 


了 Passing tones are rhythmically wealk, and may occur on any beat 
6r fraction of the measure. They are not accented. The“accented 
Passing tone” is really an appoggiatura, In the example below it is 
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obvious that the passing tones are unaccented even though taking 
Place on the beat. 


EX. 184. Beethoven 一 So7zzata, o 妨 . 20, 720. 了 


Allegro +=passing tone 


The composer may cause a passing tone to be accented by the 
use of dynamic signs, calling for an accentuation Which otherwise 
would not occur. 


EX. 185，Mozart 一 Striz2g @Qzarte5 下 ,70. 387 
Allegretto 


Passing tones are employed in all voices, and when used simul- 
taneously in different voices may result in a degree of complexity- 
Too many such tones tend to obscure the underlying framework 
and weaken the effect of the mnusic. The student is advised to study 
the works of Sebastian Bach as models of balance in the use of all 
nonharmonic tones. In applying these resources in exercises it is 
recommended that they be sparingly used at first，allowing the 
emphasis to fall on clarity of harmonic structure. 


EX. 186. Bach 一 了 三 e1i-tezzpered Clavicpord, 711 Fazgzre 10. 77 
+= passing tone 十 
一 一 、 


小 
一 


人 


Ab: 六 TI WWVoV TV WIIV 


YIY 亚 
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In the minor mode, the sixth and seventh degrees, when they are 
used as passing tones，will be derived from the melodic scajle，as- 
cending and descending. 


EX. 187 卫 陡 


全 到 
| 


CT V 孙 I 
THE AUXILIARY TONE 


The auxiliary tone (also called embellishment， neighboring note， 
Zroderie) js a tone of weak rhythmic value which serves to orna- 
ment a stationary tone. It js apProached by either a half or a whole 
step from the tone it ornaments and it returns to that tone， 


X. 188 汪 基 关 
本 三 三 三 三 三 三 三 三 三 三 三 三 三 三 三 


EX, 189. Bach 一 Brazde7zpaz7g Co7Cezto 110. 3 


A change of harmony may take Place as the auxiliary returns to 
the main tone. 


EX. 190. Chopin 一 Prelzde, ob. 28，70. 了 
Largo 
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The auxiliary tone is not always a scale degree of the key, but is 
frequently altered chromatically to bring it a half-tone closer to thz 
main tone. When it is below, it has the character of a temporary 
leading-tone of the scale degree it attends. 


EX,. I9I， Mozart 一 9o7l10， 玉 .710. 337 


The upper and lower auxiliaries combine to form a melodic turn 
of five notes around a central tone. 


EX, 192. Schumann 一 Car7ziv41) ob. 9 


The melodic figure shown above is often found with the third 量 


note omitted. Various names have been given to this grouping， but 
we shall refer to it as the double auxiliary， implying that it ls a single 
tone ornamented by two auxiliary tones. 


EX. 193… Berlioz 一 Faztastic Sy717 力 六 o717 


_ 工 wo or three auxiliaries occurring at the same time in similar mo- 
tion malke a chord which might be termed an auxiliary chord. 


NONHARMONIC TONES 1o7 
EX. 194. Liszt 一 Les PrElzxdey 


THE APP9OGGIATURA -一 
RE 二 


All nonharmonic tones are rhythmically weak，with the single 
exception of the appoggiatura (P]. apPoggiature). The derivation 
of the term (from the Italian verb abzpoggiare, to lean) gives the best 
clue to its character. It gives the impression of leaning heavily on the 
toneinto which it fnally resolves, by half or whole step. The rhythm 
of the appoggiatura followed by its note of resolution is invariably 
Strong-to-wWeak. 

JIn arranging an appoggiatura with a four-part chord, it is cus- 
tomary to avoid doubling the norte of resolution, especially when the 
appoggiatura is not in the upPer voice. The note of resolution is 
doubled in the bass in chords in root Position, the appoggiatura be- 
ing far enough above to be cjlearly followed melodically， 


EX. 195 


EX,. 196. Beethoven 一 So71atd, ob. 7 
Alegretto app、 
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The appoggiatura may be below the note toward which it is tend- 
ing. Commonest of this type is the leading-tone appoggiatura to the 
tonic, 

EX. 197. Haydn 一 So7zzato 


Minuetto 


Like rhe auxiliary，the appoggiatura is often found as a chro- 
matically altered scale degree， The alteration gives it an added 
tendency toward its destination similar to the tendency of a leading- 
tone， 


ExX. 198. Brahms 一 Piazojforte Cozcerto, 0b. 83 


Anegreliom 一 am. app 


A most Pungent form of appoggiatura is that of the lowered sev- 
enth degree，descending minor， standing for the sixth degree and 
sounding against the leading-tone in dominant harmony. This creates 
the somewhat unusual interval of the diminished octave. 


EX,. 199， Bizet 一 忆 4rlEsiez71e 


Andantino 
DT 四 ES | 


(tonie pedal) 
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Several appoggiature sounding together make an appoggiatura 
chord. 


EX. 200。 Chopin 一 Prelzde, ob. 28, 70.6 
Eee 


月 贞 由 
卫 本 


app. 
二 


和 -一 一 


THE SUSPENSION 到 
The suspension is a_tone_whose _natural Progression_has_been ， 
hytRmiically delayed. 
Susp, 
EX. 201 


WE 
了 


It is interesting to note that the melodic rhythm of the voice con- 
taining the suspension is strong-to-Wealk， long-to-short，while the 
harmonic rhythm is felt here as weak-to-strong. If the C were nor 
tied over, the effect would be of an appoggiatura and the melodic 
Thythm would then agree with the harmonic,. 


app. 


在 


三 


EX. 202 


The tied note is characreristic of the suspension， as this is the 
Imeansby which the nore is delayed while the root changes. 
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EX. 203. Schumann 一 尽 ozzzazzce, op 力 . 28 


If the first of two notes tied is shorter than the Second, the effect 
is rather of an appoggiatura anticipated, or arriving too early. 


EX, 204. Scarlatti 一 So7zzata 


The resolution of the Suspension is usually ro the scale step below， 
but rhe upward resolution is not infrequent. If the suspended note 
is a leading-tone, or chromatically raised tone, it will have a natural 
Tesolution to the note above. 


EX. 205， Beethoven 一 Striz2g Tyio, ob 了 


Allegro ”susp. susp. susp, 


WVhen several tones are Suspended at once they will constirure a 
Suspended chord, so that there may be two harmonies heard at the 
Same rime, a familiar effect in cadences of slow movements。 
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EX. 206， Brahms 一 1zzterzj1ez2z0, 0 力 176) 720.6 


ORNAMENTAL RESOLUTION 


In normal rhythmic movement the amount of time a tone is sus- 
Pended ils at least the value of one whole beat or Pulse. The suspen- 
Sion does not usually resolve on a fraction of a beat，especially the 
second half of the first beat. There are, however, a number of orna- 
Inental resolutions of the suspension which may Provide melodic 
activity before the actual note of resolution arrives， 工 hese orna- 
Immental resolutions may occur in the form of auxiliary，6chappke， 
cambiata (Pl. cambiate),， or anticipation (See below), or there may 
be a nore of the harmony interpolated berween the suspension and 
its resolution. 
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ECHAPPEE AND CAMBIATA 


The melodic forms described above in the ornamental resolution 
of he suspension are applied to any basic melodic progression of a 
second, up or down. The commonest use of the echappte， as Well as 
of the cambiata, is as an interpolared tone between a dissonant tone， 
or tendency tone, and its resolution. The Echappke is like a note 
escaping from the direction of the melodic movement and having to 
return by skip, that js, by an interval larger than a second. On the 
other hand, the cambiata is the result of having gone too far, so that 
it is necessary to turn back by step to the note of destination. 


EX. 209 


代 . 


melodic movement 


melodic imovement 


EX, 210。 Haydn 一 Q@zuarte5 ob. 76, 720. 了 


Minuetto RE 


E 


ssegRES5 


EX. 21I。 Brahms 一 Fariatio7g 07 4 了 jpe7Ne 7 五 27d72 


记 于 下 
了 相让 在 当 


至 三 三 
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EX. 212。JMozart 一 So7zatd;, 慌 . 710O. 933 
Andante app， 3pp. 
| 一 
5 三 二 下 三 三 三 三 三 三 三 
Susftani 全 淮 
人 二 三 三 : 4 
十 
恕 . 
EX. 213， Chopin 一 4hazzTR4，0 力 . 9， 0. 2 
“Allegretto 有 
和 二 三 三 王 三 三: 寺 
区 
上 三 三 = | 


THE ANTICIPATION 


Asits name implies, the anticipation is a kind of advance sounding 
of a tone. It is rhythmically like an up-beat to the tone anticipated， 
tO which it is usually not tied, and it is ordinarily much shorter in 
time value than the Principal tone. 


EX, 214. Franck 一 Stri728 @zartet 
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APPLICATION 


T 工 he practical apPlication of rhe Principles of nonharmonic tones 
will involve two di 人 erent Processes，one analytical and one con- 
structive, The first will be called into Play in the Practice of har- 
monizing a given Part. It will be necessary to devote much thought 
in the melodic analysis to deciding which are essential notes and 
which are nonharmonic tones. The experience of harmonic analysis 
of compositions will prove helpful in this respect. 

It is recommended that the constructive Process be based on the 
hypothesis of the harmonic background as the origin of melodic 
Parts. The steps would be as follows: 

1I. Adopt a tonality and sequence of roots as a foundation for a 
mnusical sentence. Let us take for example: B-flat major, I-IV-II- 
V-LV, II-IV-I-I-II-V-I. 

2.， Construct a bass by appPlying to the above series the Principles 
of harmonic rhythm, using triads in root Position and first inversion 


Bl II6IYIH vs6IlI V m6vsev 16 16m6Vv 1 


3. Add three upper voices in a fairly simple version of this har- 
monic scheme. 


直下 和 


二 三 


4. Apply the various resources of nonharmonic tones to ornament 
the four voices, without destroying rheir fundamental melodic Pro- 
gression. This step is practically without limit as to Possible variants， 
although it js useless to strive for comPlexity- 


NONHARMONIC TONES II 
EX. 218 
camb. 三 pt 
4 二 十 二 去 村 上 寺村 
| 由 阳 芭 和 
三 三 1 
十 和 
app. 
二 二- 
他- 一 开 
ant. 刘 
| oa 
三 
Susp camb. 友 
EXERCISES 


I. Construct four versions of a phrase on the following series of 
站 harmonic roots: G major，I-V-II-VI-IV-I-V-I Each version 
will concentrate on one type of nonharmonic tone, introducing as 
Imany examples of that typPe as seems Practical, 
3. Passing tones 
j b. Auxiliary tones 
c. Appoggiature 
d. Suspensions 
2， Harmonize the following soprano Parts, first making a careful 
Imelodic analysis to determine the nonharmonic tones Present. 


Andante 
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三 王 三 三 王 三 二 三 三 三 三 三 二 三 三 = 


人 


公 


3， Harmonize the iollowing basses. Note that the triads are not 
necessarily in root Position . 


Andante 
三 三 = 三 
工 argo 
三 = 三 三 


CHAPTER ELEVEN 


兴 婚 


工 HE SIX-FOUR CHORD 


HEN a triad is so arranged that its original 有 fth is the lowest 
和 1 tone (second inversion)，the resujting combination is 
known as the six-four chord, the intervals between bass 

and upper voices being sixth and fourth. 


EX. 219. 4 里 4 


6 
4 


Since the fourth is a dissonant interval, and the sixth but an im- 
Perfect consonance， the six-four chord is an unstable chord, It is 
the Product of vertical coincidence of moving voices, When cor- 
rectly used it can be analyzed as a grouping of nonharmonic tones， 


THE CADENTIAL SIX-FOUR CHORD 


By far the commonest of the chords in this category is the fa- 
Imiliar“tonic six-four”found in cadences. This is actually a dom- 
inant chord in which the sixth and fourth form appoggiature to the 
fifth and third respectively. 


app. 
EX. 220 区 过 


Jn four-part writing the bass js doubled, since it is the inactive 
tone, and ajso since it is the real root of a chord in root Position. 
17 
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It will be profitable to compare the above formula with the fol- 
lowing closely related effects. 


EX. 221 


app. app- app- app. app. 
| 2 0 | 二 ja 
II6 (I4) 肆 
V V V7 Vy ee 


T 工 he cadential six-four chord，with its resolution into the domi- 
nant chord，has the rhythmic value of Strong-to-weak.， Hence ic 
Imarks a strong beat and the bar-line is most often Placed just before 
it It must be remembered，however, that the Placing of the bar- 
lines, representing the meter, is very often at variance with the har- 
monic and melodic rhythms， The six-four chords in the three 
examples below occur on what are felt to be Strong beats，not 
necessarily first beats of the measures. The harmony Preceding the 
cadential six-four chord is in each case one which would introduce 
the dominant as a weak-ro-strong Progression, e.g., ITV-V, II-V, or 
even [I-V. 


IV V 工 


EX, 223，Beethoven 一 Sozatg, o 力 . 2, 110. 2 


app. 


呈 皇 葵 扑 PE 
二 二 
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EX. 224. Mozart 一 So7zzat0, 开 . 710. 337 


A: VIy V6 世 6  V 


Chords on III and V are less appropriate to introduce the ca- 
dential six-four chord, as the resujting rhythm is either StTOng-to- 
Weak or static. 


EX. 229 


工 he sixth and fourth may occur in the form of suspensions, instead 
of as appoggiature. In this case the harmonic rhythm is weak-to- 
strong，while the melodic rhythm of the two voices involved be- 


comes strong-to-weak. 
auep- 
EX. 226 


JIn keeping with the contrapuntal character of the sixth and fourth， 
care should be taken ro observe their natural resolution to the step 
below. The following resolutions are exceptional and lack sensitive 
feeling for the horizontal melodic movement. 


I 二 -和 


+ 十 卓 | 


到 三 
| 
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了 xception may be made to the above remarks in the case of the 
interval of the sixth, which is not a dissonance like the fourth. When 
the dominant chord contains a seventh the sixth may sometimes rise 
to the fourth degree. 


EX. 228 


THE APPOGGIATURA SIX-FOUR CHORD 一 NONCADENTIAL 


Although found chiefy in cadences, the six-four chord formed 
人 from the nores of the tonic triad may be used as a Strong rhythmic 
effect elsewhere in the phrase. The cadential impression will not be 
likely if such a chord occurs early in the phrase and it may be avoided 
by melodic continuity in rhe voices. 


ete. 


) VefVIVI 


( 


Analogous chords are used on other degrees of the scale, the com- 
bination ITV4-I being fairly common. 


EX. 230. VVeber 一 So7iata, oj. 99 
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THE AUXILIARY SIX-FOUR CHORD 


If the root of a triad remains stationary while its third and fifth 
Tise one degree and rerurn, a six-four chord is formed. This type 
differs from the appoggiatrura type in that it is weak rhythmically 
and trhe sixth and fourth must enter from below in the manner of 
auxiliary tones, A simple analysis of one root for all three chords is 
always possible, the sixth and fourth being nonharmonic tones, 


EX. 231I 


THE PASSING SIX-FOUR CHORD 


It is the bass, rather than the upper voices, that gives its name to 
the Passing six-four chord. Here the bass is a passing tone between 
two tones a third apart, usually of the same harmony. The rhythmic 
Value of the passing six-four chord is therefore weak. Its upper voices 
enter and leave by step, so thatr they may be explained contrapuntally 
in relation to the Surrounding harmony, the sixth as auxiliary，the 
fourth as harmony note, and the octave of the bass as passing tone， 


EX. 232 


二 VofV 计 
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The bass may touch upon the fifth in the course of its melodic 
movement among the tones of the chord， without producing the 
dissonant effect of a six-four chord. It must be decided on rhythmic 
grounds whether or not the fifth is the real harmonic bass. Certainly 
in the example below the fifth in rhe bass is unimportant contra- 
Puntally and is merely a tone in a broken chord. 


EX. 234。 Mozart 一 Stri728 @Qzartebb 开 . 10. 467 


Six-four chords of contrapuntal origin are frequent and can be 
understood as groupings of any of the nonharmonic tones. They are 
usually not of su 全 cient rhythmic importance to be looked upon as 
chords, but rather should be regarded as combinations of melodic 
factors. 


ant. eeh. 


EX,. 235 得 
汪汪 
2 (8) 


量 必 - 


Composers have occasionally been attracted by the feeling of 
suspense in the six-four chord and have used it for that effect. Schu- 
mann Preferred to end the Romance in -sharp that way rather 
than with the finality of a root Position tonic chord. 
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EX. 236. Schumann 一 及 ozzza7zCe，o 力 . 28，710. 2 


keys: 


卫 XERCISES 


TI。 Construct short phrases illustrating the various types of six- 
four chords. 
2. Work out the following figured basses in four Parts: 
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6 6 6 $ 二 5 CHAPTER TWELVE 
6 ER 
3. Harmonize the following soprano parts, introducing six-four 
chords where appropriate: 
Moderato 


兴 妊 


CADENCES 


Andante 


HERE are no Imore important formulae than those used for 
| Phrase endings. IThey mark the breathing Places in the 


music, estabjlish che ronality, and render coherent the formal 


could hold irs validity and meaning throughout the entire period of 
common harmonic practice. The changes that took Place in external 
manner，in harmonic color，did not disturb the fundamental ca- 
dence types, but seemed only to serve to confirm their acceptance. 


THE AUTHENTIC CADENCE 


工 he harmonic formula V-IL the authentic cadence，can be ex- 
tended to include the II or IV which customarily precede. VWVe now 
have the cadential six-four chord，whose natural function is to an- 
nounce the cadence. The strongest form of final cadence would 
then be IIe-Ie-V-I. The tonic six-four chord is, of course, the double 
appoggiatura on the dominant roor 


EX, 237. Bach 一 机 el1-tezzbpered Clavicpord, 711 FEzgzre 0. 9 


由 


Structure. 
It is.remarkable that the convention of the cadential formulae 
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The example above shows the strength and finality of this ca- 
dence in simple form. There are many ways of varying the arrange- 
ment of the formula. The six-four chord may not be Present, and 
the fourth alone may appear as a suspension. 


EX. 238. Handel 一 Szite 7o. 6 
Adagio 


The final tonic chord may receive Some ornamentation, such as 3 
suspension or an appoggiatura. 


EX. 239， 工 chaikowsky 一 RRozza7zzce, ob. 了 


The dominant chord may continue to sound over the final tonic 
in the bass, later resolving, or it may act as an appoggiatura chord 
to the tonic, 


EX. 240， Franck 一 Sozata for Fiolimz az2d Piazo 


一 一 
本 
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PERFECT AND IMPERFECT CADENCES 


T 工 he use of the authentic cadence is not restricted to final Phrases. 
is often employed elsewhere, but with less emphasis on its finality. 
工 he most conclusive arrangement，with dominant and tonic chords 
in root position and trhe tonic note in the soprano at the end， is gen- 
erally called the perfect cadence, all other forms of the authentic 
cadence being termed imperfect, meaning less fnal. 

Ahard and fast distinction between what are perfect and what are 
jimperfect cadences is not Possible, nor isit important. The degree of 
finality is dependent upon many contributing factors and each case 
should be judged on its own merits. 

The approach to the tonic by means of the first inversion of the 
dominant chord is generally considered a less conclusive cadential 
effect. 


EX. 24I. Mendelssohn 一 Prelxde, ob. 29， 70. 6 


Maestoso 
挛 : 


If the tonic chord itself is inverted the Phrase will probably 
be extended so that the real cadence comes later. Placing the third 
ithe soprano usually gives less feeling of finality than having the 
tonic in both outside voices. The following example by Beethoven 
shows an imperfect authentic cadence，with third in soprano and 
feminine ending, balanced by a Perfect cadence with masculine end- 
ing and tonic in soprano and bass. 
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EX. 242. Beethoven 一 Sy7zzzjpjpo7zzy 720. 8 


When the chord before the dominant is a tonic chord the root 
Position is regularly avoided in order not to weaken the final tonic 
by anticipation. 


EX. 243 


THE HALF CADENCE 


The cadential six-four chord is also employed to accentuate the 
half cadence, common formulae being IV-I-V,，VI-I-V,，I-Ie-V. 
If the tonic chord is used to introduce the Is, it may be in root posi- 
tion. 
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The ronic may be suspended into the dominant chord，without 
Six-four, or may apPear as appoggiatura to the leading-tone, 


EX; 245. Brahms 一 1zzter71zezZ0O，0 力 1727， 710. 2 


Andante 一 产 一 一 一 


时 = 遇 开 


一 下 


袜 至 式 


Jn many cases the chord before the dominant will contain a 
chromatically raised fourth degree，making a leading-tone to the 
dominant. This has more melodic than harmonic signifcance，as 
iustrared by the cambiata G-sharp in the example below. 


EX. 246， Beethoven 一 So7zzata， o 力 . 2， 710. 2 


This temporary leading-tone may, however, be of su 全 cient har- 
monic strength to give the chord the character of dominant of the 
dominant (VofV). As such it is also used as an appoggiarura chord 
Over the dominant root. 
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EX. 247. Schubert 一 Qzizzteb 0 力 . 163 
Allegro > 


It is not essential to differentiate between a half cadence contain- 
ing the chord VofV and an authentic cadence in the key of the 
dominant, When the subsequent Phrase is still in the tonlc key 下 
Seems useless to consider that there is a modulation just on account 
of one chord. On the other hand, if there is a strong series of chords 
in the dominant key leading up to the cadence it would appear more 
logical ro recognize a modulation in the analysis. 


THE PLAGAL CADENCE 


The plagal cadence (IV-I) is most often used after an authentic 
cadence, as a sort of added close to a.movement. The subdominant 
chord seems tonally very satisfactory afrer the emphasis on dom- 
inant and tonic， 


EX. 248. Chopin 一 尼 tzlde, o 力 . 279) 720. 8 


There are many instances of the plagal cadence as a phrase ending， 
without a Preceding aurhentic cadence. 


CADENCES I3 


EX. 249. Schumann 一 9y71tzjppo7zic Stzdiey， ob 73 


C#: vVofIV IV WeIVIV I 


工 he minor form of subdominant harmony is frequently used in 
the plagal cadence at the end of a movement in the major mode. It 
gives a Particularly colorful ending. 


EX. 290， Mendelssohn 一 MidszzazMNer Nigpbty Drea711: Ouwertzu7ye 


内 
信 全 一 所 
六 AN 全 二 束 
人 和 ES 
全 全 
卫 入 八 
他 
巴 : 王 
后 


卫 : 工 V IV I 


工 he supertonic may be added to the subdominant chord withour 
impairing the effect of plagal cadence. It may appear as a Passing 
tone or it may be a chord tone in a seventh chord in first inversion。 


站 


工 he supertonic chord is often regarded as a substitute subdom- 
inant， especially if the seventh of the chord is present, so that it in- 
cludes the entire subdominant triad, The following plagal cadence 


is an extreme case，where the Supertonic triad，over a tonic pedal 
Ex 
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bass, has been chromatically altered to what is known as the Nea- 
Politan sixth chord. 


EX. 252。 Brahms 一 Sy71zjppoz7zy 70. 了 


THE DECEPTIVE CADENCE 


工 here remains the fourth type of cadential formula, the deceptive 
cadence, It is similar to the authentic cadence except that some 
other chord is substituted for the final tonic. There are as many de- 
ceptive cadences as rhere are chords to which the dominant may 
Progress, Plus the variations in arrangement which compPposers have 
devised. Needless to Say，Some are more“deceptive”than others 
and some will seem overworked. 

The deceprtive cadence is quite as good an indicator of the tonality 
as the other cadences 一 often even better. It is the establishment of the 
dominant as such which shows the key, and not its ultimate chord 
of resolution， The identifcation of the cadential formula is the 
means of identifying the tonality of the phrase. 

By far the most frequent alternative to V-I is V-VL In the ex- 
ample below, the dominant chord appears as appoggiatura chord 
Over the sixth degree. 


EX. 253. Schubert 一 So7zzata，o 力 .7120 
Allegro moderato 


下 生性: 在 牌 


VofIJ 
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I the minor sixth degree is used for the submediant chord, in a 
Phrase which has been Predominantly major, there is more of the 
element of surprise in the Tesolution, Composers sometimes accentu- 
ate this effect, as in other deceptive cadences， by a sudden change of 
nuance or of orchestration. 


EX. 294. Schubert 一 Q@zarteb ob. 29 


Berween the V and the VI the dominant harmony of the sixth 
degree may be used as a Passing chord. This does not change the 
main outline of the cadence or rhe ronality。 


EX. 29$. Beethoven 一 Sozata, o. 107 


Allegretto 


卫 似 


下 


A: V (VofW 交 


Upon the same bass as the V_VI cadence, the chord of resolution 
Iay be the subdominant in first inversion. In the following example 
the appoggiatura B-flat adds to the effectiveness of the deceptive 
cadence, which is here especially strong as it has been led up to with 


eyery musical and psychological appearance of a conclusive ending 
of the entire prelude. 
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EX. 256. Bach 一 了 ell-tezrjbpered Ciavicpord, Prelzde ?0.8 


了 Ep 项 “77 IV6 
Bach has introduced still another deceptive cadence in the same 
Piece, afrer that shown above. This time the dominant resolves to a 
tonic chord which has been altered to make it a dominant of the 
subdominant. 


EX. 257。Bach 一 机 ell-tezizbered Clavicpord, 1 Prelzde 10.8 


如 
让 全 放生 
I 王 人 Viof IV 


Dominants of other degrees of the scale are used as deceptive 
chords of resolution. The example below is unusual in that the 
major mode has been made so strong that the resolution to the 
dominant major ninth of the minor sixth degree sounds rather dis- 
tant, Here may be noticed another use of the deceptive cadence, as 
a modulatory device. The chord of resolution is ofren a Pivot chord 
in a modulation to the key in which the next phrase begins. It may 
be a dominant of the new key in this case, since we must Preserve in 
the analysis the formula of the deceptive cadence in the first key. 


EX. 258. Franck 一 Sy71tz 力 bo727 
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Other chromatically altered chords may be found in the deceptive 
cadence. The example below shows a seventh chord on the sixth 
degree with its root and third ralsed. If allowed ro resolve in the key 
this chord would Proceed to V-. 


EX. 259. Brahms 一 17zzter711ez2z0，o0 力 . 176 710. 6 
Andanbno 


A: IV6 芒 vv7 VI7 

As can be seen in several of these examples, the deceptive cadence 
ofren serves as a joint in two overlapping phrases. Phrases are over- 
]apping when the second phrase begins Simultaneously with the ar- 
Tival of the last chord of che first Phrase, Overlapping Phrases are to 
be seen in examples 254, 256, and 257, and not in examples 293，259， 
or 258. 

了 Phrases which are not overlapping may seem so on first sight, ow- 
ing to melodic continuity in the final measure of the first phrase. In 
this case the melodic movement over the last chord in the cadence 
in the form of anacrusis to the first down-beat in the second Phrase. 
工 his frequently happens in the half cadence, 


EX. 260. Mozart 一 Rozdo, 及 . 10. 487 


工 he use of a deceptive cadence near the end of a Piece helps to 
Sustain the musical interest at the moment when the fnal authentic 
cadence is expected. It also provides the composer with an oppor- 
tunlty to add another phrase or two in conclusion， 
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Cadences are sometimes extended by repetition of the cadential 
formula, or by lengthening the movement of the harmonic rhythm 
while continuing the melodic activity above. 


EX. 261. Bach 一 三 ej1-tezzbpered Clavicpord,， 1， Fugre 720. 了 


EXERCISES 


I。Construct cadences of the four main types; authentic，half， 
Plagal, and deceptive. Use one or two introductory chords before 
the cadential formulae. Introduce nonharmonic tones. 

2. Construct a musical sentence of two Phrases according to the 
following specifications: 

3a. IThe first Phrase begins in D major and modulates to the rela- 
tive minor of the subdominant. 

b. The first phrase ends with a deceptive cadence in the new 
key. 


CADENCES 让 


c. The final chord of rhe first phrase is the pivot chord for a 
modulation back ro the original key of D major. 
d. IThe second phrase is entirely in the original key. 
3. Harmonize the following basses: 
Andante 


导 天 天 2 
三 三 三 


4. Harmonize the following soprano Parts: 
Allegretto 


三 之 三 = 二 三 三 三 三 三 三 三 三 三 三 三 三 三 


CHAPTER THIRTEEN 


涂 猎 


THE DOMINANT SEVENTITH CHORD 


valof athird upon atriad, it must not be concluded that rhese 

chords originatred by that Process. Ic should be repeated rhar 
chords are made by moving voices. The seventh, the factor which 
gives ifrs name to the seventh chord，first appeared as a melodic， 
nonharmonic tone. In the case of the seventh chord on the dominant， 
the seventh is often seen in this purely melodic capacity， 


从 seventh chords may be built by superposing an inter- 


EX. 262 susp. 


aaaaan 


长 


导 荆 
IV 过 下 沉 工 

The next evolutionary step was naturally the inclusion into the 
harmonic vocabulary of the vertical cross-section G-B-D-F as a 
chord, which we call Vr. Its complere fguring is Vi if we wish to 
Show all the factors by numerals. 

The adoption of Vy as an independent chord brings to the vocab- 
ulary the frst unequivocal harmonic dissonance. VWVith three excep- 
tions all dissonances we have been using are nonharmonic，contra- 
Puntal dissonances, tones foreign to the chords with which they are 
sounded. The seventh of V; adds a dissonant element to the chord 
itself, so it is a harmonic dissonance. 


The three exceptions are the dissonant diminished triads VII and 
138 
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II (in minor), and the augmented triad III (in minor). The leading- 
tone triad may be disposed of at once by declaring it to be an in- 
complete dominant seventh. I certainly sounds and acts as a dom- 
inant. 

It has been argued that II of the minor mode is used chiefly in first 
jnversion，with the second degree standing as a nonharmonic tone 
forthe tonic note in a chord of the subdominant. Likewise the third 
degree in II of the minor mode, also in first inversion, js described 
asan appoggiatura in a dominant chord, 


EX. 263 人 要 
| 卫 ao |heko) 
世 ET 到 


16(V)  Y 亚 e(V)  W 


Whatrever the theoretical explanation, we are bound to report the 
Use of these dissonant triads by comPposers，even in root Position， 
吏 here the above reasoning is more di 印 cult of application, 

开 here are present in the dominant seventh chord rwo dissonant 
intervals: the diminished fifth between third and seventh， and the 
iiinor seventh between root and seventh. It has been common Prac- 
tice to resolve these dissonances. 

工 he Principle of resolution has two asPects， harmonic and me- 


Harmonically, the dissonant intervals are followed in resolution 
by consonant intervals. 

Melodically, that is to say contrapuntally, the tendency tones Set 
iDy the dissonant intervals move in the direction of their tenden- 
ciesto a point where they are no longer dissonant and no longer have 
the tendency to move. 

工 he tendency of the diminished fifth is to contract to a third， 
major or minor, both voices moving inward by step. If the leading- 
tone, the lower of the two voices, alone moved, the following in- 
terval would still be dissonant, the perfect fourth. 

Ja the case of the seventh， it would be Possible for the upper 
Voice alone to move, downward by step according to its tendency. 
王 his would leave the imperfect consonance, major or minor Sixth. 
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When the lower note, the dominant, moves up to the tonic a more 
satisfactory interval is reached, the trhird. 


EX. 264 


54 5 3 7 6 7 3 


Inversion of these two dissonant intervals gives an augmented 
fourth and a major second, or ninth if the voices are further apart. 
The tendencies of the tones remain the same, so that the augmented 
fourth will expand ro a sixth and the major second wil become a 
third. 


EX. 265 


Let us consider the contrapuntal consequences of disregarding the 
tendency of the seventh to descend. The following relative melodic 
movements would resujlt: 


EX,. 266 


The two fifths should not be referred to as Parallel fifths. Strictly 
speaking, the voices are not Parallel, one fifth being smaller than the 
other, 工 he characteristics to be nored in this progression are, first， 
the improper resolution of the tendency of the two voices in the 
dissonant Interval, and, second, the Prominence of rhe Perfect fifth 
apProached by similar motion. The same comment apPlies to the 
resolution of the seventh by similar motion to the fifth. It is a general 
rule that these relative melodic progressions are avoided. 

The resolution of the second into the unison is used only when ic 
isaminor second, and the upper voice is a nonharmonic anticipation 


EX. 267 
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An interval of a ninth is followed by an octave only when it is the 
Upper voice that moves. 


EX. 268 王 三 三 


REGULAR RESOLUTION 


All dissonant chords have what is called a regular resolution. 
百 armonically，the term means the chord to which the dissonant 
Chord usually progresses, It is best expressed in terms of root Pro- 
gression. 

The regular resolution of Vy to I is Probably the most funda- 
imental harmonic progression in music. It is without doubt the com- 
和 onest, and seems to be felt instinctively as a natural musical word 
Even by an unmnusical Person， 

The presence of the fourth degree， subdominant, supplies the only 
jimportant tonal factor that was missing in V-I; hence this is the Per- 
fect progression for the definition of tonality. 

JIn the resolution，the seventh descends one degree. The third 
ascends to the tonic and the fifth of the chord, having no rendency， 
descends to the tonic rather than double the modal rhird degree, 
工 his results in an incomplete chord of resolution. It is to be re- 
Imarked, however, that the tonal balance of three roots and one third 
十 aways preferred to that of rwo roots and two thirds, quite apart 
在 om the Precedence of contrapuntal movement that caused the 
doubling. The principle of doubling tonal degrees in Preference to 
iodal degrees js thus corroborated. 


EX. 269 
2 SS 二 三 本 
本 = 


V7 工 VY7 I W 工 


工 he second degree, fifth of the chord, is nor essentlal to the satis- 
租 ctory sonority of the dominant seventh chord, and is frequently 
omitted. The consequent doubling of the root gives a convenlent 
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common tone between the two chords, and the repetition of this 
common tone supplies the missing fifth to the tonic chord. 


EX. 270 


Omission of the third is less often pracriced, but there are occa- 
Sions when the melodic outline of the voices brings about such a 
disposition. The chord is clearly recognizable as a dominant seventh 
and is a little less thick in sonority。 

If it js Particularly desired that the tonic chord contain the fifth， 
as for instance in the fnal chord of a movement, the leading-rone is 
Imade to descend to the dominant 一 only， however, when it is in the 
alto or the tenor voice. Here the harmonic aspect assumes more 
importance to the composer than the melodic aspect， 


EX, 271 


AD 
IO 


各- 
G: V7 1 了 E"% V7 I 


When the dominant seventh chord resolves to a tonic chord in 
first inversion, the bass may besaid ro have taken over the resolution 
of the seventh, The seventh may not resolve as usual because of the 
resujtant direct octave on the third degree. It therefore moves up- 
ward, making the direct ffth and also the incorrect resolution of the 
diminished ffth, unless this interval happens to be in its inversion 
as an augmented fourth. 


EX. 272 


$ =- 志 
F: V7 16 下 
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This resolution. which is not at all uncommon' is classifed as a 
Variant of the regujlar resolution, but it contains the above-described 
jirregularities of contrapuntal movement. 


THE FIRST INVERSION 


The first inversion of the dominant seventh chord is referred to 
asthe“dominant six-fve-three'”its fguring being Vi The 3j is often 
omitted as understood. 

下 actors are rarely omitted from inversions of seventh chords. The 
Toot, since it is in an inside voice, will be repeated in the next chord 
So that the tonic chord of resolution will be complete. All other cir- 
Eumstances aside, the dominant six-five-three is most effective when 
the original seventh of the chord is in the soprano voice, 


EX. 273 


Cg II T” VG@) 1  Y 


It will be noticed that the rcendency tones move just as they did in 
the root Position resolution. 

工 his inversion is useful in constructing a melodic bass and also as a 
relief to the weight of the root position Progression. 


THE SECOND INVERSION 


工 he inversion with the fifth in the bass is called the“four-three” 
chord,. The complete fguring showsthe inrervals six, four, and three: 
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Vi It is chiefly used as a Passing chord and is generally considered 
weak rhythmically. 

The bass is normally treated as a Passing tone between the tonic 
and the third degree, moving either up or down. The other voices 
follow their tendencies as before, the exception being rhat when the 
bass moves up to Ie the seventh resolves upward in the same way and 
with the same contrapuntal results as in the Progression Vi;-Io. 


EX,. 275 


THE THIRD INVERSION 


Thethird inversion, with the seventh in the bass, is a Strong chord. 
The bassis here dissonant with rwo of the upper voices and is thereby 
given a strong tendency to move. A significant comparison can be 
drawn between the dissonant quality of this bass with that of the 
bass of the second inversior. In the second inversion the bass is the 
lower note of the dissonant perfect fourth, in which the top note 
Possesses the tendency to descend. The bass is therefore free to 
move up or down, In the third inversion the bass is the lower note of 
two dissonant intervals, the augmented fourth and the major second， 
and in each case has the objligation to move downward one degree. 
Hence this is a strong chord with an unusually strong tendency in a 
certain direction. 

工 he other voices move as before, except that a favorire Soprano 
Part for this progression is one that moves from supertonic up a 
fourth to dominant, doubling the fifrh in Ie. 


The full fguring of the chord is V usually abbreviated to V> 
orVt 


THE DOMINANT SEVENTH CHORD zr45 
EX,. 276 


Ap 工 V2 1 YYv8 Tvevvav v 
The following apparent resolutions are but the effect of auxiliary 
tones over a static harmony， 


EX, 278. Mendelssohn 一 /ta1ia7z Sy711z 力 po727 


eon moto moderato 


了 PREPARATION OF DISSONANCES 


人 A great deal has been said and written about the Preparation of 
dissonances. Theorists are agreed that dissonances are to be resolved， 
but opinions vary on the question of preparation . 

Let us say at once that the composers themselves show considera- 
ble variety in their attitude toward the preparation of dissonance. 
工 he period of harmonic common Practice is decidedly not a Period 
of common Practice in counterpoint. The Preparation or nonPrep- 
aration of dissonance is a detail of style which may be expected to 
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Vary with different composers and which may be inconsistent in 
two works of different purpose by the same comPoser. 


EX. 279，Bach 一 琴 el1-tezzjered Ciavicpord, 7 Fagzxe 70. 24 


dssonances unprepared 


EX, 28o，Bach 一 栈 ell-tezzered Clawuicpord, 刀 Prelzde zzo. 24 


dissonanees prepared 
A dissonance is Perfectjy Prepared when it enters as a Suspen- 
sion (a), 
Next to that it may enter as a repeated tone (b). 
It is prepared, although less perfectly, if it enters by step (c). 
It is not Prepared if it enters by Skip (d). 


EX. 28r 


Distinction must be made between harmonic and nonharmonic 
dissonances. The nonharmonic tones，which are usually dissonant， 
have their own characteristics of preparation and resolution。 It is 
with the harmonic dissonances，like the seventh in the dominant 
Seventh chord, that the question of preparation arises. The student 
is advised to apply all the degrees of Preparation in the written ex- 
ercises. Ir will be especially instructive to make alternative versions 
of the Progressions involving harmonic dissonance, in order to test 
the effectr of preparation and nonpreparation on the general style. 
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THE MELODIC TRITONE 


A melodic fragment that is included in the limits of an augmented 
fourth, from subdominant to seventh degree, is almost invariably 
resolved in the line， either by the leading-tone continuing to the 
tonic，or， in descending，by the fourth degree continuing to the 


third. 


Vv7I Vv8IL vI v?zI6 IVv8 I va 1I6V 1 
5 3 


条 卫 XERCISES 


I、 Work out in four parts the following figured basses: 
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2. Construct a musical sentence of two phrases according to the 
following specifications: 
3a， The first phrase begins in G major and ends with an au- 
thentic cadence in 上 minor. 
b. The second phrase returns ro G major by means of a Pivot 
chord which is the supertonic triad in G. 
c， One example of each of the three inversions of che dominant 
Seventh chord is introduced apPropriately. 
3，Construct a mnusical sentence of two phrases according to the 
following specifications: 
3a， The first Phrase ends with a deceptive cadence，without 
modularion. 
b. The first Phrase shows the resolution of Vi to Te. 
c. The second phrase shows two uses of the Vs。chord 一 with 
the seventh Prepared and wirh the seventh unprepared. 
4. Harmonize the following basses, introducing dominant seventh 
chords and inversions: 
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5. Harmonize the following soprano Parts: 


Andantino 


CHAPTER FOURTEEN 


涝 多 


SECONDARY DOMINANTIS 


ence of numerous accidentals, sharps, fats, and natural signs， 

which indicate alterations of rhe tones other than the qualif- 
cations announced by the key signature. VVe know that these chro- 
matic signs do not necessarily signify that a modulation has raken 
Place. Some of them are accounted for as the required notation of 
the leading-tone in the minor mode. Others are seen to be alterations 
of nonharmonic tones, like the auxiliary acting as remporary leading- 
tone beneath the Principal note. 

Perhaps the largest Source of these accidental signs lies in the 
tendency of composers to prefer the sound of dominant harmony to 
that of nondominant function' a tendency which Prevailed through- 
out the period on which we base our harmonic theory. The Pro- 
cedure gave harmonic color by the addition of new notes and in- 
creased the sense of direction and movement in the harmony. In its 
extreme form it produced a harmonic scheme in which each chord 
became the dominant of the next. 


A LMOST any page of music chosen at random will show the Pres- 


EX. 284， Mozart 一 So7zzata, 开 . 120. 283 


SECONDARY DOMINANTIS I5I 


From observation of this Practice of composers the following rule 
may be stated: 

Any degree of che scale may be Preceded by its own 
dominant harmony withoutr weakening the fundamental tonalicy. 

These temporary dominant chords have been referred to by 
heorists as attendant chords, parenthesis chords, borrowed chords， 
Etc. VVe shall call them secondary dominants, in the belief that the 
term is slightly more descriptive of rtheir function. 

Far from weakening trhe tonajlity， the secondary dominants can 
be a distincr aid in strengthening it. If we imagine a tonal center， 
Supported on either hand by subdominant and dominant, it is easy 
to see that if these two important tonal degrees are in turn supported 
by their respective dominants the whole tonal edifice is made 
Stronger thereby. This is essentially the scheme used by Beethoven 
下 the opening measures of his first symphony, 工 he actual tonic 
GEhord is delayed in its arrival, but it is made the more inevitable by 
the strong supports established beforehand. 


EX，285. Beethoven 一 9y71zDo7zy ?7207 
Adagio molto 
区 


工 he secondary dominants have not only a functional value but 
are an important source of harmonic color as well. Composers of the 
Sighteenth and nineteenth centuries were interested in the expressive 
advantages of new notes which could logically be included in the 
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tonality. The harmonic vocabulary was greatly enriched through 
the introduction of these chords. 

All the forms applicable to the regular dominant of the key are 
employed as secondary dominants. That means, at the Present stage， 
major triads，dominant seventh chords, and trhe dominant seventh 
without root (leading-tone triad)， with all inversions. For example， 
the chord VofV in the key of C may have these forms: 


EX. 286 


RESOLUTION 


The Principles of resolution in the dominant-to-tonic Progres- 
sion are equally valid in the treatment of secondary dominants. The 
Secondary dominant and its tonic are considered a tonal unit of two 
chords for all Purposes of voice leading. Thus, in the example above， 
the F-sharp is for the moment not the subdominant of C but the 
leading-tone of G, and so it is not doubled. The D is temporarily 
the tonal degree in the chord. 

An important Principle of chromatic alteration will be seen active 
in the treatment of secondary dominants. That is, a note chromati- 
cally raised is given thereby a tendency to proceed upward, and， 
conversely，a note chromatically lowered is given a tendency to 
Proceed downward. 


在 生生 和 让 二 二 


METHOD OF _ INTRODUCTION 


EX. 287 


工 he smoothest and most natural way that a secondary dominant 
may be introduced is from a chord which could be interpreted in 
the key of which the secondary dominant is the actual dominant. In 
this case the groupP of three chords (the secondary dominant as the 
second chord of the grouP) could be regarded as in the temporary 
tonality, but the first and third chords would still be equally strong 
members of the true tonality. 


I53 
Ex. 288 


Such a duality of tonal meaning facilitates the chord connection 
and guarantees the logical sound of trhe harmonic progression， 

Ofren, however, the Preceding chord is incapable of narural anal- 
ysis in the temporary key. This wi ordinarily mean that a chro- 
matic relationship exlsts between the two chords. A rone of one w 记 
appear in chromatically altered form in the other. 


CROSS-RELATION 


WVhen this chromatic relationship is found between two di 任 erent 
Voices the effect is called“cross-relation,”or“false-relation,?” 


EX,. 289 


er0ss relation 


will be recalled that this term is likewise apPlied to other rela- 
tionships, such as the tritone， occurring between two voices instead 
of in one voice melodically. 工 he expression“false-relation” is un- 
fortunate in that it implies a defect， whereas“cross-relation” Points 
Out that the relationship exists“across”the voices, Cross-relation is 
found in the works of all composers of the harmonic period，but 
never indiscriminately used. 

工 he various accepted uses of cross-relation will be discussed in 
connection with the relevant material. Here it will su 人 fce to men- 
tion the most common. That js when the two tones involved are 
treated as scale 从 re of the melodic and harmonic minor, In the 
example above， the cross-relation would be acceptable if the key 
Were G minor，wirh F-natural as descending seventh degree. 人 
Passing tone E-fhat would be either written or understood between 
Eand D. The 了 -sharp is, of course, the ascending leading-tone. 
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In C major, however, no such logic exjsts and this cross-relation is 
generally avoided. The chords would be arranged in a manner to 
allow the chromatic progression to take Place in a single voice. 


EX. 290 


The student is advised to connect such chords at first without 
cross-relation， but to experiment with the sound of other arrange- 
ments and to observe instances of cross-relation encountered in the 
works of composers. 


VofII 


The dominant of the second degree has for its root the sixth 
degree of the major scale. It is not used if the minor mode is preva- 
lent， since in that mode the supertonic is a diminlshed triad and 
hence does not act as a tonic，even temporarily. The tonic of the 
key is chromatically raised to make it the leading-tone of I. 

he following example shows VofII as a triad both in root posi- 
tion and as a Passing six-four chord. 


EX. 29I. Schumann 一 Novelette, ob. 27 


Allegro 


F: vofl I6vgorrI “ 时 


As a dominant six-fve-three chord: 
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Ex. 292. Liszt 一 Fazxst Sy77tpo7z27 


Andante 


下 本 二 和 一干 二 
三 莹 二 一: 一 


VofIII 


As there are two third degrees, major and minor, so there will be 
two dominants available, a semitone apart in Pitch. Needless to say， 
the dominant of the third degree of the minor mode does nof 
Progress to the third degree of the major mode, and Vice versa. 

JIn the major mode two alterations are necessary， The second 
degree is raised to become leading-tone of the third, and the fourth 
degree is raised ro form a Perfect fifth with the seventh degree root， 


EX. 293， Schubert 一 Sy71tbpo7zy 10. 8 


Andante re 


卫 : I VE 开 双开 


Norte that the chromatically raised second and fourth degrees 
Fesolve upward, also that the chord and its resolution may be con- 
sidered as the 和 @minant-to-tonic Progression in the key of G-sharp 
minor. 

Ifthe minor third degree is employed, its dominant will be found 
On the lowered seventh degree, and the two chords will sound like 
至 V-I progression in the relative major key. 

下 
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EX. 294， Beethoven 一 So7zzata，o 力 . 2，70. 2 


Prestissimo 


FF: VEofE vgormama v II6vIIV6 YV 


VofIV 


工 he major tonic triad actually stands in relation of domnant to 
trhe subdominant, although it needs che addition of a minor seventh 
to cjlarify this relationship to the hearer. This is one of che com- 
monest of the secondary dominants and is very often used toward 
the end of a Piece，where emphasis on the subdominant is desired 
to balance Previous dominant modujlations, 


EX. 2959， Mendelssohn 一 Striz28g @Qzartet， o 加 .72 


Andante 


The subdominant is likewise frequently established at the be- 
ginning of the movement by the use of VofIV, as in the example 
above from Beethoven's First Symphony and in the following: 
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EX. 296. Beethoven 一 Prozzetjpers: Overtare 
Adagio 


C: V2ofIV IV6 


In an established minor mode it js，of course，necessary to raise 
the third degree chromatically to create the leading-tone of the sub- 
dominant. 


EX, 298， Mozart 一 Piazoforte Co7zCerto, 开 . 170. 466 


VofV 


The dominant of th@dominant has already been mentioned in 
connection with its use in half cadences, The following is a tyPical 
case in which a modulation to the dominant key would not be 
called for. Note the use of a seventh in the final chord of a half 
“cadence. 
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EX. 299. Schumann 一 Sizzztzper-yo728，o 力 . 124) 0. 16 


Allegretto 
也 芝 
了 16 Vlorv V7 


JIn the following example the cross-relation is to be remarked 
between the A-sharp, leading-tone of V, and the A-narural in the 
bass of che chord of resolution. This type of cross-relation is char- 
acterized by the fact that the first of the two notes is a leading-tone， 
which follows its tendency upward，while the lowered tone enters 
as a Strong apPoggiatura-like dissonance, with downward tendency， 
in the bass of a seventh chord in its third inyersion. 


EX. 300。VVagner 一 Ta7zz72j6z5e7 


Andante 


山 LU 


如 
和 站 
也 II IE VofV V2 
VofVI 


Like the mediant, the submediant exists in major and minor form， 
with two dominants. The VofVI derived from the major scale is 
by far the more common of the two. In this chord the dominant 
of che key is chromatically raised. 
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EX. 30I. Wagner 一 Siegjried 147 几 
Tranquillo 


E:I IV6ID6  ]IvIVv6VI  VofVVI WPVIVI 
EX. 3o2. Schubert 一 “Forellez”Qzxizztet 


The original dominant of the key is not altered in the dominant 
harmony of the minor sixth degree, but its function changes from 
that of tonal degree to leading-tone. If the chord contains a seventh， 
a nev tone 一 the chromatically lowered second degree-is introduced 
into the key. 


EX. 303. Bruckner 一 Sy7zzjpjpo7zy 70. 7 


CH II Ir 村 Wof Y 


Unlike the mediant, the submediant of the minor is fairly com- 
亚 on amid major harmonic surroundings. Its dominant seems rather 
femeore from the major scale, as shown in Ex. 3o4. 


HARMONY 


VofVII 


The leading-tone is not considered a Possible temporary tonlc， 
so that its dominant is not employed. The lowered melodic seventh 
degree of the minor scale can， however，be found attended by a 
dominant harmony. Used in connection with an established major 
mode, as in the following example，ir demonstrates the coloristic 
Possibilities of this interchangeability of the modes. 


EX, 304. Bizet 一 忆 d4rlEsiezz7ze 


Andante 


Vgofm I V I6 Vofm 亚 Y 条 工 
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VofDI VofVI  Vofl VofV V I 


王 XERCISES 


1。Construct short phrases illustrating the use of each of the 
Secondary dominants. 
2. Construct a musical sentence of two phrases according to the 
following specifications: 
a. The Prevailing mode is minor; the meter is three-four; the 
zhythmic texture contains eighth-notes. 
b. The first phrase modulates to the subdominant of the rela- 
tive major, 
c. The second phrase starts in that key and modulares to the 
original tronajity. 
d. The sentence ends with a Plagal cadence introduced by 
VofIV and finishing with a “tierce de Picardie.” 
3,， Harmonize the following bass: 


Moderato 


二 王 三 三 三 :三 三 三 三 = 三 王 三 ; 芋 三 = 


4. Harmonize the following soprano: 


Allegretto 


CHAPTER FIFTEEN 


兴 妊 


IRREGULAR RESOLUTIONS 


tonic triad. Consequently all other resolutions are irregular. 
It is essential that the two aspects of irregular resolution 
be clearly appreciated before generalizations regarding the practice 
of composers can be made. The irregularity may consist in a de- 
re from the customary Practice in voice leading，or it may be 

到 Purely harmonic matter of rooft Progression. 

Jn the example below, the harmonic Progression is typical of the 
regular resolurion of a dominant Seventh chord. ViofV Proceeds 
to its tonic, V. On the other hand, the voice leading is as irregular as 
could be. 


中 regular resolution of the dominant seventh chord is to the 


EX. 309. Schubert 一 Qzarteb5 ob. 29 
Andante 
一 一 


The progression Vi;-VIis Properly regarded as an irregular reso- 
Jurion, but the voice leading ls almost certain to exemplify che rules 
符 


for this progression. 
Fs 163 
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EX. 306. Mendelssohn 一 47zzdazzte, op. 82 


Andante 
二 和 

6 有 有 有 天 
学 上 

二 二 

BE 6 avwWIV 至 W 1 


The leading-tone moves to the tonic to emphasize the key. The 
second degree also moves to the tonic，as to ascend would form 
Parallel ffths with the bass. The seventh of the chord resolves down， 
according to its tendency，but could not move up to the sixth de- 
gree as rhat would make a poor direct octave on the resolution of 
a dissonance, 

Itis customary to include the ffth in the V; chord in rhis Progres- 
sion. The V; in its incomplete form does not conveniently connect 
with Vl, as the student may see by experiment. 


EX, 307 


V7TW 1 NT 


工 he extra root can only move by the skip up to the ronic. Other- 
wise it would move either in Parallel octaves with the bass，or to 
the direct octave with the resolution of the seventh. 

The examples given show that a regular resolution may be made 
with extreme irregularity of melodic movement, whereas an irregu- 
lar resolution may show strict regularity of voice leading. 

All chord progressions are undoubredly the product of melodic 
Imovement，3as has been often stated; but since we are examining 
the practice of a Particular Period, in which ir may be said that a 
Vocabulary of chords exists, it seems reasonable to describe harmonic 
Progressions in rerms of root succession， considering as details the 
Variants in form of the chords and the contrapuntal divergences. 
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Such a detail would be represented by the resolution of Vy to 
Vi;ofIV. The minor seventh above the tonic is in chromatic rela- 
tionship with the leading-tone, so that usually the latter descends， 
although the cross-relation is sometimes used，especially when the 
jlowered tone is in the bass. 


EX. 308 


V7 VTofIV V7 V2ofIV 


It is to be noted that when two seventh chords occur in succes- 
sion one of them is usually incomplete，with doubled root, The 
Imelodic progression of the voices to the nearest Position brings 
this about. Inversions of seventh chords are, however, almost always 
in complete form with all factors Present, The above example shows 
a Progression from a Vi in roor position to an inverted seventh 
chord. Hence the V; is constructed with doubled root so that the 
second chord will be completed naturally by rhe voice leading. 

These two chords also show a dissonant chord resolving to an- 
other dissonant chord, an effect of frequent occurrence. One of the 
dissonant intervals, the minor seventh, resolves normally，while the 
other, the augmented fourth, moves in Parallel motion to an equiva- 
lent dissonant interval，the diminished ffth， In all successions of 
dissonant chords it is important to notice the Progression of the 
dissonant intervals. 

In the following arrangement the chromatic bass is especially ef- 
fective, and the minor third degree as Passing tone gives the color 
of cross-relation with the leading-tone of the subdominant. 


EX. 309. Bach 一 44agzzFcat 
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RESOLUTION TO THE SUPERTONIC 


The supertonic triad makes a weak resolution for the dominant 
Seventh, since it is in effect similar to a dominant ninth minus root 
and third. The seventh of V; is common to the two chords so it does 
not resolve. In the example， the Presence of the seventh of 开 Sup- 
Plies a note of resolution for the leading-tone and thus strengthens 
the Progression. 


EX. 310。 Brahms 一 1zzter771ezZ0，0 力 . 76， 710. 了 


Grazioso 


The alteration of II ro VofV gives a more satisfactory chord of 
resolution，since the seventh may then Proceed chromatically up- 
ward. In the following example the omission of trhe root in VofV 
eliminates another common tone. 

The symbol V。w 记 be used in this book tro designate a dominant 
chord with root omitted. 


EX, 31I。 Mozart 一 So7z4t10, 疏 . 710O. 933 


RESOLUTION TO THE MEDIANT 


Chords on the third degree tend to become less independent 
when associated with dominant harmony. The major third degree 
sounds more like a nonharmonic melodic tone rhan like a real reso- 


pr 
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lution of the seventh. The resolution to the major triad on the minor 
third degree is rarely found. 


” 沐 末 
说 二 V7 了 于 


Comparatively common as a chord of resolution, however' is the 
form of III which is dominant of the sixth degree. Here again there 
is a chromatic relationship involved. 


EX. 313. Beethoven 一 Qrarteb o. 78, 70. 7 
Allegro con brio 


了 V7 V7orvI WI 


RESOLUTION TO THE SUBDOMINANT 


In the resolution ro IV the seventh may be Prolonged into the 
Second chord (or repeated), When both chords are in root posi- 
tion, the leading-tone is Placed in an inside voice, to avoid Promi- 
nence of rhe cross-relation of the tritone. 


EX, 314. Chopin 一 Prelzde, ob. 28，70. 17 


More often the subdominant is found in first inversion， allow- 
ing a choice of doubling either tonic or fourth degree. 


多 
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EX. 316， Mozart 一 So7z1atd, 下 . 7110. 279 
Andante 


RESOLUTION TO THE SUBMEDIANT 


工 he voice leading in the V;-VI Progression，described in con- 
nection with Ex. 3o6, will of course be the same for the minor mode. 
In the following example the broken chords in the left-hand Part 
stand for three sustained melodic Parts. Hence in the V;-VIPprogres- 
sion A moves to G， D-sharp to 下 , and B to C. The eighth-note E in 
the right hand is an anticipation。 


EX. 317. Rameau--Gigze 
Allegretto 一 、 


汪汪 三 三 


瑟 太 RS 
和 
卫 : I V7 榴 I5 


The example below, of V; resolving to ViofIL is unusual for its 
Parallel motion. Also ro be noticed is that the nonharmonic tones 
in the second and third measures outjline the scale of G minor, the 
temporary tonality of the second degree of F major. 


WA 
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EX. 3I8. Mozart_Somata, 玉 . zzo. 933 
Andante 一 m， 一 
AR、 下 后 TAN 
让 冯 
F: V vjorr 16 全 


An instance of the resolution of V; to VI;，with root and third 
raised, may be seen in Ex, 259, from rhe Intermezzo by Brahms, op. 
IT16, no. 6. 

TIhe examples given are by no means an exhaustive list of the ir- 
Tegular resolutions of V， even to the chords already studied, Ex- 
cepting the mention of VI;，chords not yet studied have not been 
Used as illustrations. New chords will offer new resources in irregu- 
]ar resolutions, especially the diminished seventh chord. 

TIhe student is urged to experiment with resolutions of V，in 
Toot Position and in inversion, to all chords in his vocabulary in a 
single tonality. Some will lend themselves Poorly but the experience 
Will show the degree of Practicability of the various chords as Pos- 
sibjle resolutions, 


THE SECONDARY DOMINANTS 


工 he Practice of irregular resolution is applicable to the Secondary 
dominants, in a somewhat lesser Scope, These chords are generally 
identified by their resolution to their temporary tonic,. When such 
Fesolution is lacking it may be that a modulation has taken place， or 
that the chord appears as enharmonic nortation of a chord of quite 
different harmonic significance, as for instance an augmented sixth 
chord. If, however, the resolution is to a chord unquestionably of 
the initial key，the secondary dominant is Plainljy understood as 
Such, without weakening the tonality. The best example of chis prin- 
ciple is the progression ViofVI to IV，which Supports rhe original 
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tonic better than the regular resolution by virtue of the tonal im- 
Portance of the second chord. 


EX. 319 


Asin the regular resolution, the secondary dominant and its chord 
of resolution are considered temporarily in the key of the secondary 
dominant for purposes of voice leading and doubling. Thus, in the 
example above, VrofVI ro IV is identical with V;y to VI in the key 
of Vl, here A minor, so the voice leading is carried out as in Vr-VL， 
resulting in the doubling of A, a tonal degree in the key of VL bur 
amodal degree in the main key of CC. 

In the following example， ViofVI is approached from V，with 
tenor and bass moving in Parallel ffths and the voices overlapping. 
工 he subsequent resolution is perfectly orthodox. 


EX, 320，Cherubini 一 47zacreo7zz Owertzure 


The same relationship is found between V;ofIII and its irregular 
resolution to 工 Analysis as an appoggiatura chord is ordinarily pos- 
sible, or the chord may result from other melodic tones, such as the 
auxiliary used in Several voices. 
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EX. 321. Beethoven 一 Siriz2g @zaztetb 0 为 .18， 720. 了 


D: V&ofvIVT Viofm 工 V7 I 
The dominant of the supertonic Progresses quite naturally to V， 
thealtered tonic following its tendency as leading-tone of the second 
| degree. 
EX: 322. Franck 一 9y71 力 po7zzy 


B: IVofI V7 TI VofI 

Such is not the case with che fairly common resolution of V;ofVI 
to II. In this progression the raised dominant turns back to its original 
form，not a usual Procedure with chromatic alreration， It 18 as 
though it were really a lowered sixth degree in a kind of dominant 
effect. 


ge 


EX. 323 


Jn the example below, Brahms has omitted this altered degree at 
the moment of connection to the tonic chord, but the impression of 
了 B-natural is well established ro the ear, 


I72 HARMONY 


EX. 324， Brahms 一 RRpabyodie, op. 179, 70. 了 
Allegro risoluto NE > 


滞 
本 一 2 李 
= 0: VpfIV 志 
6.Y II { 时 区 站 


Among the irregujlar resolutions of ViofV, that to the triad on 
the third degree is a similar Progression to ViofVI going to IV， 
and ViofIII going to I. The voice leading Produces a doubled third 
in the chord of resolution. 


EX, 325，Chopin 一 Mazz7Aa, oz 为. 7， 710. 了 


Presto 一 Ce 


了 了 : V I 
With the resolurion of a secondary dominant to another sec- 
ondary dominant, che validicy of the harmonic functions in tonality 
is demonstrated, The chords as dominants Tepresent degrees of the 
key, but each contains at least one note foreign to the scale. It w 训 
be readily appreciated that the Secondary dominants are a source 
of much harmonic enrichment and a remarkable extension of the 
unity of a single tonal center. The following are two examples out 
of numerous possibilities. 


EX. 326. Schubert 一 Qzizzte5 ob. 1763 


C: 工 Var Vvofl 


工 
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EX. 327. Franck 一 Prelzde, 47riz, az2d Fimal1e 


ART I 


VofV VofIV  IV 


The student should try resolutions of each of the Secondary domi- 
nants to the various chords in a key， transjlating the progressions into 
terms of the tonaliry of the secondary dominant to clarify the voice 
leading. 

工 he irregular resolutions vary widely in the frequency of their 
use. Only by the continued experience of observation of the cir- 
cumstances affecting their employment by composers can knowl- 
edge of the practice be acquired. It is suggested that examples of the 
resolutions be collected gradually as they are seen in actual mnusic， 
and that the student Play them in all keys until their individual 
characteristics are assimilated, at the same time attempting to clas- 
sify each as to its commonness or rarity. 

Formulae, to be Played in all keys: 


| 


7 VI6 VI6 V  VVofI IT6 


worv V VVorwvT IV 


I w vgofr 


Formulae of resolutions of secondary dominants are not given， 
as they would differ from trhe above only in the analysis. For ex- 
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ample，Vi-VI in C would be exactly like ViofIII-I in A-fat， 
ViofVI-IV in 上 -fat, etc. 


卫 XERCISFS 


I.， Write four irregular resolutions of each of the following 
chords: 了 上 -fat V;; 下 -fat minor ViofIV; F major V;ofVI; C minor 
ViofV， 

2. Write single Phrases according to the following harmonic 
Schemes: 

3a.D major I-V;ofIV-IV-I-V;ofII-II-V;-L 
b. 王 minor V;-Vi;ofIV-IV-I-V;ofV-V;-L 
c. A-fhat major [-V;-IV-Vi;ofVI-VILV;ofV-I-V;-L. 
d. G major I-V;ofIII-V;ofVI-V;ofII-V;ofV-V;-L 

3， Harmonize the following soprano Part: 

Andante 


一 
一 > 一双 一 ec 一 二 一 
CT 一 上 一 m 一: 


CHAPTER SIXTEEN 


江 妊 


THE DIMINISHED SEVENTH CHORD 


ITH the superposition of another third upon the dominant 
seventh chord, the group of chords known as dominant 


harmony is extended to include two dominant ninth 


chords, major and minor. 
在 芷 忆 


The dominant ninth chords are most often found with root 
omitted，their dominant implication being su 鱼 ciently strong 
WwWhether or not the actual ffrh degree is Present. Composers have 
shown a distinct Preference for the incomplete forms of these chords 
over the comparatively thick and heavy effect of the ninth chord 
with root. 

Dominant harmony consists，then，of the following groupP of 
chords: 


EX. 328 


EX. 329 


By far the commonest of the dominant ninths is the last of the 
group shown in the example, the incomplete dominant minor ninth, 
known as the diminished seventh chord. The intervals making up 
this chord are minor third, diminished hfth, and diminished seventh. 
下 xamination of these intervals will show the dissonant character- 
jstics of the chord. 


When it is arranged as a series of thirds, its lowest tone is the 
176 
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leading-tone，which, in addition to its inherent tendency, is found 
to be in dissonant interval-relationship to the fifth and seventh. 
(Note that the terms“ffth”and“seventh”are here applied ro the 
chord as a seventh chord on the leading-tone. Those factors would 
be the “seventh” and“ninth”of the original ninth chord. It would， 
however, be iogical to refer to the leading-tone as“root”of the 
chord.) 

The third, the second degree, forms with the sixth degree a dimin- 
jshed Gifth, so that all the factors of this chord are involved in dis- 


Sonant relationships. 
dim5th 
， 入 和 


dm. 


EX. 330 


A chord made up entirely of tendency tones would seem to be a 
chord of very definite tonal significance，but，Pparadoxically，the 
diminished seventh chord is che most ambiguous of chords. The 
thirds are all minor thirds, and the inversion of the diminished sev- 
enth, the augmented second, is the equivalent of the minor third 
under our tempered scale system, The diminished fifth interval has 
Jikewise an equivalent sound in its inversion, the augmented fourth. 
JIn consequence the ear cannot distinguish the factors of a diminished 
Seventh chord until its resolution shows which is the leading-tone， 
etc. The chord and its inversions have the same sound harmonically. 


EX,. 331 


ENHARMONIC EQUIVALENTS 


By application of the enharmonic Principle, che same diminished 
Seventh chord can be written in four different ways，taking each 
note in turn as leading-tone. 


The leading-tone is readily found in each case by arranging the 
chord in a series of thirds, when it w 记 apPear as the lowest tone， 
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Such changes in notation，by designation of the leading-tone， 
mean change of tonality and also change of root of the chord. The 
root is found a major third below the leading-tone. It is interesting 
to observe that the four roots of one diminished seventh chord in 
its enharmonic changes form in themselves the arpeggio of another 
diminished seventh chord. 


EX, 333 


Players of stringed instruments know that these different inter- 
Pretations of one chord involve an actual change of Pitch. The note 
A-flat with destination G is Perceptibly lower than the leading- 
tone G-sharp with destination A. It is likewise the experience of 
many musical Persons that the Pitch of the notes seems actually ro 
change when the di 作 erent roots are struck in the bass against a dimin- 
ished seventh chord sustained on che Pianoforte. 


EX. 334 


RESOLUTION 


The regular resolution of the diminished seventh chord, as an in- 
complete dominant ninth, is to the tonic triad. It is customary to re- 
solve the two intervals of the diminished ffth, contracting each to a 
third, without regard for the doubling that results. If the diminished 
fifth is inverted, the augmented fourth will of course, expand to a 
sixth. The diminished seventh chord resolves with equal frequency 
to either a major or a minor conic. 
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上 > 测 药 


The augmented fourth may, however, abandon its natural resolu- 
tion so that the three upper voices will descend in Parallel motion， 
Such procedure is not followed if the interval is a diminished ffth， 
which would rhen approach the Perfecr fifrh by similar motion。 


EX. 335 


INVERSIONS 


As shown above，in Ex. 33I，the inversions of the diminished 
Seventh chord and the position with the leading tone in the bass al 
sound alike harmonically. They vary contrapuntally in the orienta- 
ton of the factors, the bass being especially important; but this is 
realized by the hearer only through che manner of resolution . 

Since the root of the chord is not Present，there can be no root 
Position，strictly speaking， although the grouping in which the 
jeading-rone is the lowest tone is often called root Position. In this 
book the symbol V。 will be used for this Position. For the inversions 
the V wil be used to indicate a dominant root which is not Present 
in the chord, and rhe Arabic numerals will show the intervals formed 
berween the bass and the upPPer voices. 


EX 337 


These“inversions” resolve in the same way as the root position.。 
WVhen the second degree is in the bass i usually resolves to rhe third 
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degree to avoid a direct fifth on the resolution of the diminished 
fifth.。 


EX. 338 


The six-four-three inversion，with the subdominant in the bass, 
ordinarily resolves to the first inversion of the tonic triad, but it may 
also resolve to root Position. 


When the lower tone is the ninth，or submediant，the natural 
resolution is to the tonic six-four chord，which means dominant 
followed by dominant, a rhythmically weak Progression. Further- 
more the disposition of the voices will be likely to produce a dou- 
bling of the sixth or the fourth in the chord of resolution. This 
grouping is, therefore, less useful than the others. 


在 


In four-part writing no factor of a diminished seventh chord js 
omirted, in any Position. 


EX. 340 


THE SECONDARY DOMINANTS 


The diminished seventh chord is employed as a secondary domi- 
nant wherever such chords are used，whether the temporary tonic 
is major or minor. The following examples show some of the sec- 
ondary dominants in the form of diminished sevenths. 


EX. 34I.…Brahms 一 zzte7777ezZ0，0 力 .76 70. 7 
Moderato 
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EX. 342. Brahms 一 altz, ob 39 70. 了 


了 : I2 Wotr IV6 


EX.344. Schumann 一 Piazoforte CozcertO 


Allegro 
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EX. 346. Haydn 一 Q@zarteb5 ob. 76, 770. 7 
Adagio 人 ee -一 


L Varvw WVota I6vort HIVv6e vv I YY 


IRREGULAR RESOLUTION 


Since it is the resolution that establishes the tonal identity of the 
diminished seventh chord, most apparently irregular resolutions w 训 
be discovered to be regular when the notation of the diminished 
seventh chord is revised. Composers have never been overscrupu- 
lous as to the grammatical noration of trhis chord, especially in writ- 
ing for keyboard instruments, so chat the student must be Prepared 
to judge the chord by whar it does rather than by its apPearance on 
Paper. 

EX. 347，Chopin 一 丽 altz, o 力 . 64, 120. 了 


Moderato 


In the above example the 下 -double-fat should be written as D- 
natural，leading-tone of the dominant. The harmonic resolution is 
regular (VofV to V) but the melodic resolution of cthe D down to 
D-fat is irregular, although not uncommon. 

The following is cited in a harmonic treatise as an instance of 
irregular resolution of a diminished seventh chord: 
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In this case the 了 B-natural has no leading-tone function relative 
to the second chord. If it were written C-fat the true nature of the 
two chords would be clear. They are both derived from the same 
root B-fat, the ninth C-flat resolving into the B-fat, so there is no 
harmonic resolution. 


EP 


Although detailed study w 记 have to await a later chapter' it is 
necessary to call artention to two diminished seventh chords which 
do not fall in the category of dominants. They are IL and VI; with 
root and third chromatically raised，acting as appoggiatura chords 
to Iand Vi respectively. 


EX. 350 


Like other diminished sevenths these two chords are identifed 
by their resolurions. They are mentioned here to avoid confusion 
with irregular resolutions and incorrect notations of other chords, 

The diminished seventh chord will seldom be found without 
either the dominant relationship to its chord of resolution，or a re- 
]ationship such as the two shown above. Only if these are lacking 
can the resolution be called irregular harmonically, in terms of root 
Progression. 


EX. 35I、 Mendelssohn 一 Midszzztz1ter NigDpPs Drea7z: 7Vottz7710 
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Often the chord Preceding the diminished seventh，or the gen- 
eral sense of ronality, will give it a meaning other than that defned 
by the resolution. The effect may be explained as irregular resolu- 
tion, or as enharmonic change in the chord. 


EX. 352， Rameau 一 Tpe 妃 e7z 


Wor Wofm (FI-GP) 了 9 


Irregularity of voice leading is common practice in the treatment 
of the diminished seventh chord. Voices are allowed ro move freely 
among the chord tones，over such“unmelodic”intervals as the 
augmented second and fourth，diminished fifth and seventh， It 
should be remembered, however, that these are really instrumental 
Voices. 


EX, 353，Schubert 一 9y71zzPo7z27 MO. 了 


Allegro molto 


CONSECUTIVE DIMINISHED SEVENTHS 


Sequences of more than two diminished sevenths are often em- 
Ployed, the vagueness of the chord causing a momentary uncer- 
tainty of tonajity. 


-7 
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EX. 394， Beethoven 一 Sozxatl， o 力 . 710， 720. 了 


Jn rapid harmonic movement, successive diminished sevenths Pro- 
gressing by half step in similar motion give the effect of chromatic 
Passing tones, although the chords are related harmonically. In the 
following example the Parallel movement is disguised by 'the 
changes of Position in the right-hand part. Each chord may be con- 
gidered a dominant of the next，with some enharmonic revision， 
Jn actual performance the ear grasps as harmony only trhe first and 
last chords of che grouP. 


EX. 355.Chopin 一 Etzde, o 为 10, 10. 了 


MODULATION 


工 he ronal ambiguity of the diminished seventh chord is turned 
to versatility when it is a question of modulation. This Versatility is 
unmatched by any other chord. A single diminished seventh chord， 
without enharmonic change, js capable, like any dominant chord， 
of the following analyses: V, VofIL VofIIIL (in min.), VofIII (in 
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maj.), VofIV, VofV, VofVI (in min.)， VofVI (in maj.), VofVII 
(in min.). Add to these the nondominant forms II; and VI:, and the 
dominant of the lowered second degree (V1 of No), and we have 
twelve interpretations for the one chord. Moreover， since the chord 
may be enharmonically written in four different ways wirhout 
changing rhe sound，we may multiply the above by four， making 
a total of forty-eight possible interpretations. 

There are, however, certain limitations upon the usefulness of the 
diminished seventh as an e 作 ective Pivot chord in modulation. To 
begin with, it is not advisable ro employ he dominant of the new 
key as a Pivot chord, the chord before it being a better common 
ground between the two keys. Further, if a secondary dominant is 
selected, it may happen that its chord of resolution ls still a good 
chord in the first key and would be a more logical pivot chord rhan 
the diminished seventh. 


EX. 356 


JIn the above example, the modulation may be effected in theory 
by the diminished seventh chord; but actually its chord of resolu- 
tion is the real Pivot chord, as it is both Iin A and II in G, and 
introduces the dominant of the new key. If we wish to use V; of A 
as pivot chord in a modulation to G it is better to assume an en- 
harmonic change (G-sharp 一 A-flat), making trhe dominant of IV 
in G. By resolving ro the minor form of IV the key of A is ex- 
cluded from.the harmony following the diminished seventh chord. 


EX, 357 
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Formulae, to be Played in all keys: 
| 


王 XERCISES 


1I，Correct the notation of the following diminished seventh 
chords, to agree with the resolutions given. 


下 民 作 。 | 4 凤 | 取 凤 
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# 6 6 
4 


3. Interpret the following chord in the keys named， using en- 
harmonic change when necessary，and showing the resolution of 


the chord in each key. 


Keys: G, A-fat, B-hat, C, 下 . 
4. Construct a phrase using four diminished seventh chords in 


Succession， 
5. Harmonize the following melody: 


Allegretto 


CHAPTER SEVENTEEN 


小 狼 


THE INCOMPLETE MAJOR NINTH 


the major mode bears a striking contrast to that from the 

minor mode, the diminished seventh. These chords are both 
dominant ninths without root, and they both resolve regularly to 
the tonic triad but are widely different in several respects， 

Whereas in che diminished seventh chord trhe intervals between 
the factors were the same, and enharmonically equivalent in the in- 
Versions, the use of the major sixth degree gives a major third be- 
tween the two upper factors. This causes a marked difference in the 
character of the inversions. 


“T Seventh chord constructed on the leading-tone and using 


EX.358 


The last inversion (ninth in the bass) is rarely found except as 
a dominant seventh chord in which the sixth degree apPears as 3 
suspension in the bass, resolving ro the root. Indeed, a tendency js 
noticeable throughout the period of harmonic common Practice 
to treat the upper tone of the major ninth interval， with or without 
root, as a melodic tone, resolving it to the tone below before the 
Tesolution of the chord takes Place. The very characteristic sonority 
of the major ninth，however, makes a harmonic effect， especially 
When the leading-tone is present and the chord is in root Position. 

189 
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EX. 359. Schubert 一 So7zzata, o 力 . 120 
Andante 


In the resolution, the presence of the perfect fifth between sec- 
ond and sixth degrees may lead ro Parallel ffths in the voice leading. 
This is usually avoided by moving the second degree up to the third 
or by skip of a fifth down to the dominant. In neither case will the 
root be doubled in the tonic triad. 


EX, 36o0 


If the upper voices are so arranged that the interval of a fifth is in- 
Verted to a fourth, all three may descend in Parallel morion. This 
contrapuntal advantage has，however, not been valued above the 
tyPical sound of the major ninth when heard in the top voice. Com- 
Pare the sonority of the following with the disposition shown 
above. 


EX. 36i 


In the example below, the instrumental writing creates actually 
seven Imelodic parts. Hence the direct fifth in the resolution，be- 
tween the two lower voices. 
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EX. 362. Dvoiak 一 Stri7z2g @zartet, o 力 . 96 


工 he six-five-three inversion must resolve to the first inversion of 
the tonic chord to avoid parallel ffths between the bass and the reso- 
lution of che ninth. 


EX. 363 


工 he following resolution is like the above. The apparent mul- 
tiplicity of Parts is due mainly to instrumental octave doublings. 
Parallel ocraves are the result of this reduplication and are not de- 
fects of voice leading. 


EX. 364， Mendelssohn 一 Midszzzt11ter NigbPy Drea71t Ouertz7e 


Allegro di molto 
党: 等 
让 
人 
十 sm 
9 IF 
和 
了 3 过 硼 I6 芯 焉 V7 


工 he six-four-three inversion is more useful as there are more 
alternative possibilities of its arrangement. Ir Inay resolve to either 
root Position or first inversion. 


-一 
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EX. 365 二 可 
一生 可 = 全 
人 9 一 全 2 二 
人 = 二 


EX. 367，Grieg 一 人 Ly7ic Piece, o 力 . 43，7220. 7 


Allegro gra 
8 二 


Unlike the diminished seventh chord, this chord is not equally 
approPriate to both modes. The major sixth degree as a dissonance 
tends to descend, which ir could nor normally do in the minor scale， 
without undue prominence of the cross-relation of the tritone, be- 
tween sixth and third degrees. If the sixth degree were purely me- 
lodic, 二 could ascend as a step of the melodic minor scale but would 
lose its hatmonic significance as a ninth. 


EX,. 368 


一 一 -一 一 一 
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IRREGULAR RESOLUTION 


The incompPlete major ninth is not capable of greatly varied reso- 
lution. The progression to supertonic harmony 1s weak because all 
the tones of II are common to both chords. 

JIn the resolution to III the chord loses its identity as a dominant 
ninth without root and becomes a seventh chord on the leading-tone 
(VIIL.). This progression is most often seen in harmonic sequences. 


EX. 369. Brahms 一 Bajljade，obp. 178，7z0. 了 


Resolutions to IV may be made, but if the subdominant chord 
has the tonic in the bass there is really a regular resolution in dis- 


guise. 
Fr 
联 ea oO_ | 已 aa _ At 
三 二 三 针 


EX. 370 
v3 TV (GD 确 IVg (GD) Wean) IV 


工 he submediant is not more satisfactory as a chord of resolution. 
Ifthetonicis in the bassthe VIchord is really 工 (regular resolution ) . 
If the VI chord is in second inversion it represents IIL and the V? 
is really a VIIL;. The latter nondominant quality is likewise strongly 
felt in the progression to VI in root Position, the two chords sound- 
ing like II-Iin the minor mode. 
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了 EX. 37I 
本 
司 2 于 二 让 有 
2 人 后 全 仁 aa 全 
村 全 主 专 
V 三 上 W WwW 已 
(vI8 亚 ) (A:m IT) 


THE SECONDARY DOMINANTS 


The incomplete dominant major ninth is far less useful as a sec- 
ondary dominant than the diminished seventh chord. This is due ta 
jts inability to act as dominant of a minor tonic. It js, for instance， 
inaccurate to refer to the chord of resolution in the following de- 
ceptive cadence by Chopin as VofII. The dominant ninth of the 
supertonic is properly a minor ninth and the use here of the very 
rare seventh chord on the raised tonic heighrens the deceptive qual- 
ity of the cadence. 


EX. 372，Chopin 一 Prelzde, o 力 . 28，70. 2 


VDHsuspJ) 


D: 区 (zlauxJ) 


The degrees which may be Preceded by a major ninth are, then， 
in the major moedeTl,IV, V,and in the minor mode IIL V, VI. In the 
case of III, its dominant in this form would be identical with the 
seventh chord on the second degree. 


EX. 373 


PR 
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工 he dominant of the subdominant with major ninth resolves to 
the major form of TIV-. 


EX. 374. Aiozart 一 Qzxarte5 开 . 10. 478 


和 


Veav 人 Var I 


Moderato 
一 


Bb V3 I 


Meost common of the secondary dominants in this form is VgofV. 


EX. 375. Eranck 一 Sy7Nzpo7zy 


V8gofV may be found in irregular resolution, of which the follow- 
ing are two examples. 


EX. 376. Brahms 一 Cabpriccio，o 力 1426，710. 了 
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EX. 377. Schubert 一 So7zzata, ob 764 
Allegretto_ Js 


FE: 了 1 Viorv 班次 I 


MODULATION 


From the foregoing it w 记 be evident that the incomplete dom- 
inant major ninth offers somewhat limirted opPortunities as a Pivor 
chordin modulation. There are no possibilities of enharmonic change 
as with the diminished seventh chord. The interprerations of the 
Vi chord of the key of C are these: VofIV in G major; VofV in 
F; VofVIinE; II in A. 

Formulae, to be Played in all keys: 


os [hs-= 
rm 一 中 二 蜗 上 | 


由 | 角 


USE OF OPEN SCORE 


Students who have acquired a knowledge of the various clefs 
should write all exercises on four staves, using the appropriate clefs 
for the different Parts. Others should begin practice in reading the 
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Cr-clefs and should start the habit of working out the exercises in 
open score. Emphasis should be Placed upon the value of this prac- 
tice for gaining facility in score reading. Obviously there is little 
Point in writing the exercise first in close score (two staves) and 
then copying it on four staves. 

Apart from the mechanical benefits of practice，writing in open 
Score calls attention to the linear structure of the music, each voice 
being more readily appParent as a melodic and rhythmic line. 

For those unfamiliar with any but treble and bass clefs it is sug- 
gested that the disposition of the string quartet be used at first. 


EX. 378 


由 | 


When this combination can be read with a fair degree of ease, the 
alto clef may be shifred to the alto voice and a tenor clef used for the 
tenor Part. 


EX,. 379 


Finally， the combination of four clefs will be achieved by sub- 
Stituting the soprano cjlef for the treble clef. This is the normal ar- 
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rangement found in standard complete editions such as the Bach- 
Gesellschaft edition，so that ability to read the clefs and score 
becomes a Practical necessity- 


EX. 38o 


Other clefs may be used for Practice， Provided rhe objective of 
the study of harmony is not lost sight of in the Process. The mezzo- 
Soprano and baritone cjlefs are useful in transposition and are occa- 
Sionally seen in the Published works of COmPosers. 


卫 XERCISES 


I. Construct three Separate original Phrases, iustrating three dif- 
ferent modulations in which the pivot chord is the incomplere dom- 
inant major ninth of the first key. 

2 上 Experiment with irregular resolution of V?8，by resolving it 
to all other chords in the key, and criticizing each resujltant Progres- 
sion for its harmonic rhythm and voice leading. 

3. Harmonize the following melody， using the chord Vi and its 
inversions where apPropriate: 
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4. Harmonize the following bass: 


Lento 


CHAPTER EIGHTEEN 


浅 鱼 


THE COMPLETE DOMINANTI NINTIH 


complere dominant ninth chord in its two forms，major 
and minor. 


Reduction of this chord of five factors to four-part writing 
necessitates omission of one factor，which is usually the ffth. The 
fifth is unimportant contrapuntally compared to the other chord 
members as it has no strong tendency and the characteristic sound of 
the dominant ninth seems unaffected by its omission. 

The regular resolution of the chord would then take Place as 
follows: 


FE less frequently employed than trhe incompleke forms is the 


EX. 382 


JIn practice, however, it is rare that the voices do not contain Some 
melodic movement in the course of which all the factors of the chord 
may be touched upon. 


Treatment of the complete dominant ninth chord by composers 
200 
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of the eighteenth and nineteenth centuries has three impPportant as- 
Pects: 

I. The ninth may appear as any of the types of nonharmonic 
melodic tones, resolving into the ffth degree before the chord itself 
Tesolves. It js often an appoggiatura,， in which case the harmonic 
color js very Pronounced, but even when ir is rhythmically weak its 
harmonic significance is recognized by the ear. 


EX. 383. Brahms 一 7zpzterzjzezz0，o 力 . 76， 720. 3 


G6raxioso 


EX. 384. Bach 一 到 ell-tezmzbpered Clavicbord, 用 Exigte 10. 了 


:二 于 
= 汪汪 
和 


2.Ihe ninth may be used in a true harmonic sense as a chord tone 
but it may be absent from the chord at the moment of change of 
harmony. This is an important aspect of harmonic treatment of the 
ninth fairly common in the classics，It actually means the non- 
Tesolution of a dissonant factor, a Principle appPlied in common Prac- 
tice to no other dissonant chord. It is as though the ninth were re- 
garded as an overtone in the dominant Sonority, too high in the series 
to need to take Part in the resolution effected by the seventh of the 
chord. Such treatment of the ninth impljies a slowly moving root 
Progression in comparison with the melodic activity- 
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EX. 385，AMozart 一 Sy71z 力 o77， 天 .770. 970 
Andante 本 


了 工 节 。v9(Blapp) 
EX. 386. Beethoven 一 Piazoforte Cozmcerto, ob. 37 
Allegro 


Ci; V9 
EX. 387. Beethoven 一 Q@zxartet,， ob. 718, 7zo. 1/ 


D: V9 I 
3. Lastly, the ninth may act as a normal dissonant chord tone re- 
solving to a tone of the following chord. 


EX, 388. Franck 一 Pioljizz Sozattz 
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EX. 389. Beethoven 一 Syzzzbpozy 10. 了 


In rhe example below the voice leading is more or less lost in the 
Pianoforte pedal effect. The resolution of the ninth chord is accom- 
Panied by a dynamic change from loud ro dolcigsizjzo, as well as a 
change of register and of movement. 


EX. 390. Liszt 一 9o7zzetto del Petrarca 


工 he above excerpts show the minor ninth resolving to either 3 
major or a minor tonic. The major ninth, complete or incomplete， 
is used only before the major tonic. 

工 he major dominant ninth has further limitations with respect to 
the common practice of composers, It represents a harmonic color 
and style of the end of the common-practice period rather than of 
the eighteenth century. Employed as in the third of the three as- 
Pects described above it cannot be said to be of frequent use until 
the latter Part of the nineteenth century. The isolated instances of 
Parallel-moving ninth chords should certainly not be mentioned as 
examples of harmonic common Practice, but should be noted as ex- 
ceptional cases of a Procedure ro be exploited in a later period. 
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PREPARATION 


Dominant ninth chords, like all chords of dominant harmony, are 
introduced with or without Preparation . 


SPACING 


When the root of the ninth chord is Present, and the chord is used 
in the usual harmonic sense (aspect three), care js taken to Place the 
ninth at least a ninth above the root, It is Practically never found 
below the root and Preference is shown for the arrangement of the 
chord in which the leading-tone is below，rather than above, the 
ninth. 

It js，of course， Possible to Place the factors close together，all 
within the range of an octave. In a chord which contains all but two 
of the seven tones of the scale the effect of this is not of aninth chord， 
but more that of a chord built with intervals of a second, or what is 
known in the twentieth Century as 3 “tone-cluster.?” 


EX. 391 


Considering the above dispositions: a. is not heard as a ninth 
chord; b. is usually avoided since the root is higher than the ninth; 
c. has more of the characteristic sound of the dominant ninth chord 
although not ideal, as the ninth is below the leading-tone; d. shows 
the importance of the leading-tone， by its omission, in the tyPical 
ninth chord soundi e.is the most usual arrangement. It will prove in- 
Structive to the student ro play these chords and note carefully their 
comparative harmonic effect. 

工 he peculiarly strident sound of the following chord is largely 
due tothe Spacing. 
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EX. 392， Beethoven 一 Syz1tjpjo7zy 70. 9 


The root may appear above the minor ninth in a_nonharmonic 
function as apPoggiatura to the seventh. This effect is not uncom- 
mon and should be regarded as a diminished seventh chord, the root 
nonharmonic， 


EX. 393. Chopin 一 4fazz7Ra，o 力 . 86, 710. 了 


Moderato 


INVERSIONS 


The complete dominant ninth chord in inversion is nor often 
found in the common-practice Period, but there are Occasional ex- 
amples. It is important that the spacing in the inversions follow the 
Testrictions regarding the relative positions of ninrh， Toob and 
Jeading-tone, if the characteristic Sonority of the chord is desired. 

JIn fguring basses for the inversions the spacing is not taken into 
account the Arabic numerals simply identifying the notes to be 
used in arranging the chord. 
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EX. 394 


工 he fourth inversion is not used as thar would Place the ninth be- 
low the root. The second inversion, with the fifth in the bass, is less 
used rhan the other two. 


EX, 395. Lalo 一 Sbazzirj S7y77 力 Dozzy 


Andante 
吉 


起 全 = 二 去 
Zr 姑 。 玉 排 
旺 和 
D: 工 下 站 二 


EX. 396. Haydn 一 Sozata 


IRREGULAR RESOLUTION 


Thestudent should experiment with the connection of Veto other 
chords in the key， judging the result both contrapuntally and for 
its harmonic effect. JIrregular resolutions found in the works of com- 
Posers should likewise be noted. These successions cannot always 
be called resolutions because the ninth may be unresolved or treated 
nonharmonically. A few examples are here given. 


CONMPLETE DOMINANT NINTH 
EX. 397， Haydn 一 Striz2g @Qzartetb o 力 .64) 710. 2 


EX. 398. Franck 一 Syzzzjpjo7zzic Jariatio718 
Poco Allegro(piu lento) 


2o07 
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SECONDARY DOMINANTS 


TIhe complete ninth chord is used as a secondary dominant, the 
limitation being that the major ninth is not used to introduce a minor 
tonic. Irregular resolutions of Secondary dominant ninths are occa- 
sionally employed, as in the following example: 


EX. 40I， Wagner 一 Die Meistersizzger，4ct 7117 
Moderato 


V3 vaorw JIV 8 


Below are further exami 


ples of the ninth chord as a Secondary 
dominant. 


EX. 402， Chopin 一 Noctzr7zze o 力 . 72, 710. 7 
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EX. 404. 上 ranck 一 SyzzzpPozzy 


209 


MODULATION 


The ninth chord has the disadvantage of all dominant chords in 
modulation in that the Pivot chord is Preferably not the dominant of 
the new key. It js, therefore, more effectively used as a secondary 
dominant in the second key, or even in both. Irregular resolution of 
the pivot chord is an added resource. The Presence of the root takes 
away the Possibilities of enharmonic change which were so nu- 
merous in the incomplete minor ninth chord. 

Formulae, ro be Played in all keys: 


本人 三 三 三 = 和 三 大 三 三 三 三: 三 三 | 


忆 
三 三 兰 王 
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上 XERCISES 


I，Construct original phrases showing the treatment of the dom- 
inant ninth chord in the following three ways: 
a，VWVith the ninth as a melodic nonharmonic tone 
b，VWith the ninth as an unresolved harmonic factor 
c. With the ninth as a normal harmonic dissonance 
2，Write in four parts the following Progressions: 
3a, 王 -fat: V,-VeofII 
b. G: VsofII-VsofV- 
本 Vo。 -Voeb ofV- 
d. F major: VoofVI-IV 
e. B-fat: V,-VI 
3 Construct a phrase modulating from G major to F major, in 
which the pivot chord is a major ninth chord， Secondary dominant 
in both keys. 
4. Harmonize the following bass: 


Andante 


Lento 


2I1 


CHAPTER NINETEEN 


浅 猎 


THE SEQUENCE 


melodic, rhythmic, and harmonic Pattern, is a resource of 

development in music. The change of pitch adds the ele- 
ment of variety to the unity of repetition. While the Sequence may 
readily become a refuge for the composer of lesser talent, it has been 
used with great effectiveness by the best composers. It is often on 
close analysis discovered to be the basis for Imany Passages which do 
not at first seem sequential notably in the fugue and in symphonic 
developments and transitional sections。 

We are here concerned Primarily with the harmonic background 
of the various kinds of sequence and will give our attention to those 
sequences which do not attemptr to conceal their fundamental struc- 
ture. 


“站 harmonic Sequence，trhe Systematic transposition of a 


THE INITIAL PATTERN 


工 he Pattern chosen for Systematic transposition in the sequence 
may be of a variety of forms. Its length may vary from a single short 
motive on a single chord ro a whole Phrase. Although it is Possible 
to construct a Pattern of musical significance with but one chord as 
background， this kind of Pattern ls less interesting harmonically and 
the sequence is mainly dependent for its effect on the contrapuntal 
arrangement. 
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EX. 406. Beethoven 一 Trio, o 为 .7 ?0. 了 


Prestissimo 


Most ofren the pattern contains two chords. In the following ex- 
ample they are simple triads with roots a fourth apart, the common- 
est Strong progresslon. 


EX, 407， Mozart 一 So7zata for TaDo Piazog) 玫 . 170. 448 


If the pattern is of much length it is not so readily recognized as 
sequential as rhe shorter group, which can be heard as a unit, Ashort 
Phrase may be successfully used as pattern in a sequence. 


EX. 408. Beethoven 一 Sozzata，ob. 7o, 710. 7 


Allegro molto 可 4 全 
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人 
2 2 


HARMONIC RHYTHM 


The harmonic formula upon which the Pattern is based has its 
Thythmic form， arising from the choice of root Progressions, time 
values, and other contributing elements. 了 Example 4o7 shows a sim- 
Ple rhythm of strong to weak in the Pattern. In Ex. 4o8 the rhythm 
18 strong-wWeak-weak-strong. If the rhythmic Pattern begins with 
an anacrusis a more fuent sequence will result. 


EX. 409. Beethoven 一 Sozata，o，1706 


工 he anacrusis may be strong enough to give the effect of Syncopa- 
tion in the melodic rhythms. It should be noted in the following 
example that the harmonic rhythm is in agreement with the meter， 
whereas the preponderance of melodic rhythmic stress is on the 
third beat of the measure. 
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EX. 410。 Mozart 一 QOzizzteb 开 . 770. 993 


Allegretto 


D:IoatV 区 NotV V WotW WiVofv V 


The rhythmic impression of pressing forward is heightened if the 
anacrusis ls long， followed by a short down-beat. 


EX. 411. Brahms 一 17zzter7jzezZz0，0b， 10，70. 了 


LENGTH OF THE SEQUENCE 


Ir is generally agreed that a single transposition of the Pattern 
does not constitute a sequence, the systematic transposition not be- 
ing established until the third appearance of the initial group. On the 
other hand, it is remarkable that composers seldom allow the sym- 
metry to extend beyond the third appearance of the pattern with- 
out breaking it up by variation or abandoning it altogether, This 
rule may be stated as an observation without Presuming to deduce 
a Principle of aesthetics therefrom. 

上 xceptions to the above rule may of course be found, and in cer- 
tain types of musical expression, such as virtuoso cadenzas and com- 
Positions intended for technical study or display，sequences are 
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Sometimes written tO extend by numerous repetitions throughout 
the entire range of the instrument. 


DEGREE OF TRANSPOSITION 


工 he pattern may be transposed by any interval， up or down. The 
interval chosen depends upon two factors，the desired harmonic 
destination of the sequential Passage, and rhe feasibility of rhe con- 
nection of the Pattern to itself when transposed. Construction of a 
Sequence necessitates consideration of both of these Problems. 


THE NONMODULATING SEQUENCE 


The sequence is either a modulating sequence, changing the tonal 
center with each rransposition of the pattern or a nonmodulating 
Sequence, Sometimes called a tonal sequence，with one tonal center 
throughout. 

In the nonmodulating sequence the transpositions are made to de- 
grees of the scale of the key. This causes some variation in the Par- 
tern since the intervals between the degrees of the scale are not 
always the same. For instance, in Ex. 4o7 the harmonic background 
js as follows: I-IV, II-V, III-VI. The initial Pattern consists of two 
majortriads, the second of aminorand a majortriad, and thethird of 
two minor triads. Nore that the transposition is upwards the interval 
of a major second, while the root Progression at the joint between 
the patterns is down a minor third. 

工 he nonmodulating sequence is likely to contain variation， too， 
in the interval of rransposition of the pattern. In Ex. 4o9 trhe first 
transposition is down a minor third，while the second is down a 
major third, resujting from the intervals between TI VL and IV in 
the major scale. 

Botrh of these variations are Present in the sequence shown be- 
low, descending by seconds. The roor progressions are by fourths 
throughout the entire Passage, all Perfect fourths except from VI 
to 世 , 
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EX. 412. Paradisi 一 So7zzattk 


SECONDARY DOMINANTS 


The employment of secondary dominants in the nonmodulating 
Sequence adds the harmonic color of tones foreign to the scale of 
the main tonality, contributes the rhythmic element of dissonance， 
and emphasizes the unity of the grouP of chords comprising the 
Pattern， 


EX. 413. Beethoven 一 Sozata, ob. 7 


amv orE ,下 vv 1 


The following short sequence shows roots in progression by Per- 
fect fourths throughout, at one-beat time intervals, The secondary 
dominants with their resolutions divide the harmonic rhythm into a 
meter of two-four against the Prevailing three-four meter. 


EX. 414. Chopin 一 4fazzrAa，o 力 .24 710. 了 
Moderato 
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Sequences in which each harmony is a dominant of the next are 
of uncertain tonality and may or may not be felt as being in a single 
key. 


EX. 415. A. Scarlatti 一 Fzgze 
Andantino 


了 直 二 电 


了 驶 WofI vVofVY  VofT) vofIV VorvI Vofml VorvI WV 工 
or VogV V BINVofv V DRvVorv V 


In the following sequence the secondary dominant is not used on 
the third appearance of the pattern because the Supertonic triad in 
minor, being a diminished trlad, does not act as a temporary ronic. 


EX. 416. Haydn 一 Striz2g @zartet ob. 76, 710. 了 


Some sequences give the impression of a uniry of tonality while 
employing harmonies even more suggestive of temporary tonal cen- 
ters than are the secondary dominants. The Prominent harmonic 
feature in the example below is undoubredly the sense of a strong 
half cadence in the keys of B, A, and D. The subdominant charactref 
of the first chord in each group is nor taken into account by its 
analysis as a Plain triad in the fundamental key. This suggests the 
Possibility of extension of the secondary dominant Principle to other 
Secondary tonal functions. II of D is used here as IVofVL and I as 
IVofV-. 
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EX. 417。 Mozart 一 Mezzztletto, 开 . 720. 399 
0 SS SA 


了 | 央 则 | 全 本 间 | 二 二 邮 


了 D: I(IVofVI) VofVI Wofl VofV VofrV V_ YVofIV 


I(IVofV) 


< 一 
JV V VofIV KK YV 工 二 I 

WVhen the temporary tonics are themselves unsatisfactory chords 
of the main tonality, the impression of modulation is given, although 
in many cases these modulations are so feeting that even 3a far- 
fetched explanation of the relationship of the chord ro the main key 
is Preferable. In the following example rcwo analyses are offered. The 
first is nonmodulating, but necessitates reference to the minor triad 
on the dominant and the triad on the lowered seventh degree as 
temporary tonics. The second，on the other hand，shows four 
changes of tonal center in as many measures of rapid tempo, only to 
return to the original key of C. The student is advised to make simi- 
lar alternative analyses in similar cases，weighing for himself their 
advantages and disadvantages as descriptions of the harmonic e 任 ect. 


EX. 418. VWVeber 一 Overtture 10 Der Freiycpzaitz 
Molto vivace 二 


veof 亚 亚 
CI ETI 6:1 
[号 台 4 全 Y Yewr 
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THE MODULATING SEQUENCE 


The commonest form of modulating sequence embraces three 
keys. There is no rerurn to the tonality of the initial pattern. The 
modulation does not take Place within the pattern，but the final 
chord of the Pattern is che Pivot chord. The modulation ro the sec- 
ond key is called a passing modulation since there is no permanence 
to the key. It represents a stage in the modulation to the third，or 
ultimate，key. Passing modulations are noft necessarily sequential, 
but the modulating sequence does contain a passing modulation in 
its most common form. 


EX. 419. Bach 一 厂 ejl-tezztbpered Clavicpord，1，Fagre 720. 18 


JIn this example the modulation ro FE is a Passing modulation. The 
suspension in the inside voice is helpful in avoiding rhe cadential 
effect at each final chord of the Pattern. The first transposition moves 
down a major third and the second down a minor rhird, ir being 
impossible to divide the interval of a perfect ffrh (from the initial 
key， G-sharp, to the desired destination， C-sharp) into rcwo equal 
Parts. Moreover, there is a change of mode in rhe second key. The 开 
minor triad is a Poor chord in both the other keys, so 下 major is 
chosen. 

The Pattern used in a modulating sequence 1s usually constructed 
on a clearly ronal harmonic basis. This does not mean of necessity 
the inclusion of the ronic chord. In the example below the progres- 
sion II-V serves very well to establish the tonal centers of three keys 
not closely related. 


egggggiemagggeeeereerrrrrrreaerrrrieypyreerrreoreeerrprepeseecalt 
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EX. 420. Brahms 一 Syzzz 力 Do7zzy 71O. 2 


Ce non troppo 


T I V 
C:Vof 工 


The modulating sequence has more Possibilities as to the degree 
of transposition than the sequence with one tonal center. The fol- 
lowing example shows a chromatic relationship between the keys. 


EX. 42I，VWVagner 一 Die 卫 a1Rire, 4ct1 


KEYBOARD PRACTICE 


The sequence is an extremely useful medium for the Practice of 
harmonic progressions at the keyboard. The student should try to 
form sequences of all the harmonlc formulae at his disposal, Playing 
them throughout rhe length of the keyboard. His first Problem w 这 
be ro make a smoorh connection between the Pattern and its trans- 
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Position. While there are some cases in which no Teally satisfactory 
connection can be made, it may be accepted as a Principle that a 
solution always exists and is to be found by seeking. VWVeak progres- 
sions can be used if they are Properly Placed in the rhythmic scheme. 
Lengthening of the time values facilitates change of position of the 
voices, In rhe modulating sequence the last chord of the Pattern is 
taken as pivot chord for the modulation.。 

Ir is strongly urged that the enrire sequence be not written out。 
工 wo appearances of the Pattern are enough to show the plan. The 
continuance of the sequence will then be a mental exercise rather 
than a mechanical reading or memorizing. As in all keyboard exer- 
cises, rhythmic Playing (meaning rhythmic thinking) is essential,， 
and a steady beat should be adhered to at all times，even though ic 
Imust be very slow at first. 

The literal extension of a nonmodulating sequential Pattern 
throughout all its possible transpositions will ofren bring about one 
or two progressions which would not otherwise be employed, as for 
instance VII-IV，with its augmented fourth relationship. Such 
Progressions are considered justifed by the logic of the Symmetrical 
melodic movement of the voices and need not be avoided in exer- 
cises 

The following are a few examples of such beginnings of se- 
quences, ro be Played the Jength of che keyboard, and in al keys. 


THE SEQUENCE 223 


三 达 2 之 
0 
瑟 人 Vorm 


THE SEQUENCE IN HARMONIZATION 


A sequence in a melodic voice is not always accompanied by se- 
quence in the orher voices or in the harmony. It is nevertheless ad- 
Visable in the study of harmony to treat sequences in given Parts as 
harmonic sequences, until the facility is acquired of arranging these 
Sequences whenever desired. Above all, the avoidance of sequential 
treatment should not be due to failure to notice the suggestion in the 
given Part. Let it be understood as a convention that melodic se- 
quences in the exercises of this book are to be treated as harmonic 
sequences， 


上 XERCISES 


!，Construct different sequences on the same harmonic back- 
ground as those in Exs. 4o7，4o8, 415，419. Vary the tempo and 
the general melodic rexture. 

2 Construct phrases containing sequences fulflling the following 
requirements: 

a. A nonmodulating sequence in which the Pattern contains 
three different chords and the transposition is upward by intervals 
of a third. 

b. A modulating sequence in which the final chord of the Pat- 
tern is VofV in the second key. 
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c. A modulating sequence which starts in rhe key of D and 
ends in the key of A-flat. 
d. Anonmodulating sequence which employs secondary dom- 
inants in the form of diminished seventh chords. 
3. Harmonize the following bass: 


工 ento 


三 三 二 -三 三 三 二 三 苦于 三 :三 三 三 万 三 
天 下 和 玫 拓 殖 汪 下 全 汪 生 本 臣 ae 二 
和 司 


4. Harmonize the following soprano: 
Allegretto 


二 三 三 三 三 = 三 三 三 3 三 三 三 二 二 三 
二 三 三 三 三 三 三 三 三 三 三 | 


CHAPTER TWENTY 


涂 姨 


NONDOMINANT HARMONY-- 
SEVENTH CHORDS 


the harmonic material in the common-practice period, Dis- 

Sonant chords of nondominant character are found to be 
comparatively unusual， when the whole period is considered, Dur- 
ing the early part of the period they appear fairly often as the result 
of contrapuntal writing but at no time can these chords be said to 
have been exploited until the end of the nineteenth century，with 
composers like Faure， Debussy, and Ravel， compPposers whose works 
are not of the common-practice Period in harmony， 

Just what the elements of dominant harmony are, is difcult to 
Say, Harmonic meaning is naturally a matter of usage and conven- 
tion. A few external features of the dominant effect can be pointed 
out, such as the Presence of the leading-tone a major third above 
the root, and the strengthening of this impression by the addirion of 
a Seventh, a diminished fifth above the leading-tone. The intervals 
between the chord factors are what determine the harmonic signifi- 
cance of the chord when no resolution is present to show its function 
in the tonality. 

Employing only the tones of the major and minor scales, the fol- 
lowing seventh chords are constructed on the scale degrees other 
thah the dominant: 


FSee of dominant effect and triads make up the bulk of 


了 EX. 422. TABLE OF NONDOMINANT SEVENTH CHORDS 
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These chords are called Secondary Seventh chords by some 
theorists. 

It will be observed that the chords marked a are derived from the 
major scale, those marked 2 from the minor scale in its harmonic 
form. Those marked c resujlt from the use of the melodic minor 
Scale and those marked d are chords containing the minor sixth de- 
gree and the major third degree. All these variants are made Possible 
by the variations in the scale degrees and are not chromatically 
aljtered chords. 

工 he nondominant character of these chords will be brought out 
by comparing each to a dominant chord built upon the same bass 
note, either a dominant seventh or an incomplete dominant ninth. 
To Put the question another way, the student should ask himself 
what chromatic alterations would be necessary rtO change these 
chords into secondary dominants. 

Such an examination will reveal that IT, IV;c, VIic, and VII; 
are similar in interval construction to dominant forms. The true 
identity of these chords becomes clear only upon their resolution. 

Five of the chords remaining may be grouped together as having 
the same kind of Sonority due to their intervals，which are minor 
third，perfect fifth，and minor seventh. These are Jic,， II III;a， 
IV;2, VI;a. 

Four others comprise still another group, with the intervals major 
third, perfect fifth, and Imajor seventh. The last-named interval im- 
Parts a sharpness and pungency to the dissonant sound of the chords 
of rhis group, TI IILc, TV VIA 

There remain two groupings of two chords each. Land IV;d 
are alike in their intervals，minor rhird，perfect fifth，and major 
seventh, and finally III; and VI;d are similar，with major third， 
augmented fifth, and major seventh. The last two groups have in 
common the interval of the augmented fifrh between two factors of 
the chord， This gives a certain marked harmonic color associated 
with these chords. 


The ability to distinguish by sound the chords of the above 
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groups should be acquired by Practice. The chords should be played 
for ear-training in rootr Position and in all inversions,， with variations 
in spacing and range. 


PREPARATION 


工 he remarks made in Chaprer Thirteen on the subject of the Prep- 
aration of dissonance apply as well to the nondominant dissonances。 
Iris our concern ro derive Principles regarding the common Practice 
of composers in rhe use of harmonic material， and we cannot Say 
that the Principle of preparation of dissonances really exists in com- 
Ion harmonic practice. It js true thart in certain styles of writing the 
nondominant seventh enters most often as a suspension or repeated 
tone, but this observation would hardly be applicable to the diver- 
gent styles of che eighteenth and nineteenth centuries， 


THE NONHARMONIC ELEMENT 


Ihe question of deciding whether a tone is a chord factor or a 
nonharmonic tone comes ofren to the fore in the study of harmony. 
More important than the decision of this question is the apprecia- 
tion of both sides of the issue. Let us repeat that all chords are the 
Product of the momentary coincidence of melodic Parts, A vertical 
CroSS-Section of the music at a given instant is undeniably a chord， 
but we notice that some of these chords are constantly recurring 
under different conditions whereas others seem to depend on some 
other simpler chord for their existence. 

TIhe absurd extremes of theoretical explanation might be estab- 


Jished as follows: 
臣 四 
万 


EX. 423 
C2 开 江 1 


Jn the first case the A has been taken to be the top factor in 3 
thirteenth chord of which the seventh, ninth, and eleventh are miss- 
ing! In the second case the D, B, and F have been diagnosed as ap- 
Poggiature on the ronic triad. Without denying the literal truth of 


Her 
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these analyses，rheir Palpable absurdity can likewise be admitted. 
Most cases will contain elements of both extremes. 

Some of the nondominant seventh chords appear ordinarily in a 
form which does not necessitate analysis as 3 Seventh chord，but 
their relative importance as harmonic effects should be taken into 
account. 


RESOLUTION 


工 he seventh of the chord resolves customarily by moving down 
one degree. Harmonically，trhe regular resolution is to the chord 
whose root is a perfect fourth higher, except in the case of IV, and 
the minor VI;，where the Perfect fourth above would lie outside 
the scale. The resolutions are shown below-. 

JIrregular resolutions are also employed， although not as ofren in 
Practice as the possibiliries would lead one to exPect. 

工 he fifth, or rhe third, is sometimes omitted， especially when the 
resolution js made to another seventh chord. In such a case the TOO 
is doubled. 

The inversions resolve contrapuntally in much the same way as 
the root Position， except that the root w 记 usuajlly remain Stationary 
rather chan move up a fourth. 


THE TONIC SEVENTH 


EX, 424 
app app. 
过 
本 人 和合 be 全 
一 了 
IIV TIV I II IIV IE TI T IV 


Regular resolution to ITV. In the minor mode the lowered seventh 
degree is used in order to descend melodically to the minor sixth 
degree. 
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EX. 425. Brahrnas 一 7zter7zzzezz0，0 力 . 177，720O. 2 


Andante 


Br 16 IT7 IV7 ViorI 


工 he seventh occurs fairly often as appoggiatura to the octave of 
the root. 

The commonest irregular resolution is to II;, the root remaining 
in position to become the seventh of the second chord， 

Jn the following example, too, the root remains static， making 
Six-four chord of the subdominant triad， 


EX,. 426，Grieg 一 Sozata，ozb. 7 


EX. 428 
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I8I II7 严 了 
Regular resolution to V. This chord is common in cadences， 
before che dominant or the tonic six-four chord, The minor form 
of ID，obtained by adding A-fat to the above iustrations, is em- 
Ployed in both major and minor modes, but the major form is used 
onjly in major surroundings. Irregular resolutions are to TI III，VL 
and the secondary dominants. 


EX. 429. Bach 一 TDpree-bpart 17zzve7ztio72 720. 17 


EX. 430. Schumann 一 9y717 力 Do7zzy 720. 7 


工 arghetto 
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EX. 432. Brahms 一 Strizzg @Qzazte 0 思 . 91， 710. 2 


THE MEDIANT SEVENTH 


EX. 433 


Regular resolution to VI. The rwo minor forms differ in the action 
of the fifth, which ascends when it is the leading-tone and descends 
when it is the lowered seventh degree. Irrcgular resolutions of II 
are to IJV, II and the Secondary dominants. 


EX. 434. Chopin 一 Etzde，o 力 70， 10. 7 
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EX. 4359，Mattheson 一 Gigze 


[六 秆 ia 
1 :和 和 


D: 7 VI NE 人 


THE SUBDOMINANT SEVENTH 


IE V Im V II V IVR V IIV ImV 


The regular resolution of ITV; is not to the root a fourth above， 
which would be VJII. In the majority of cases the seventh moves 
down before the progression of the other tones of the chord， making 
a form of II， which then proceeds tro V. The seventh is therefore 
usually an apPpoggiatura. 


EX. 437，Beethoven 一 Stripg @Qzarte o 为 28， 710. 7 
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EX. 438. Bach 一 厂 ej1-tezzjered Clavicpord, 7 Prelzde zzo. 7 


6: I6 


When che fifth is omitted rhe root will be doubled and the super- 
tonic chord which usually follows will be a triad in first inversion， 


EX. 439. Haydn 一 Striz2g @zarteb ob. 20, 710. 子 


The direct resolution of IV; to Vis less common and calls for care 
in the arrangement of the voices to avoid parallel ffths. Two such 
arrangements are shown in Ex. 436. In the following example the 
Progression is made smoother by the use of a tonic six-four chord. 


EX. 440. Brahms 一 ;io1izz So7zzata，o 力 .708 


Un poco presto 


王 习 


aa Z 
了 : IV7 了 I 


Jrregular resolutions are Practicable to I and to several of the 
secondary dominants, The example below shows an unusual pro- 
gression by Parallel motion ro IIL,. 
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EX. 44I. Bach 一 Sozrata zo. 7 for viojip alome 


THE SUBMEDIANT SEVENTH 


Regular resolution to II. VVhen the third is Present if will be pro- 
longed or repeated， becoming the seventh of I. 


| 
四 


EX. 443. Handel 一 Szxite zo. 8 


As in the last of the progressions shown in Ex. 442，the voices 
Imay pass over a form of IV; before reaching the II chord， or the 
resolution may sound like both IV and IIL The harmonic rhythm 
may be either weak-to-strong or Strong-to-weak. In che latter case 
the seventh will sound as appoggiatura to its note of resolution 。 
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EX. 444. Mendelssohn 一 Sy71zjppo7zy 720. 了 
Andante conmoto 
sa 


A: 亚 VIT 也 8 斑 7 
In the example below， the chord resolves irregularly to a sub- 
dominant chord with root chromatically raised. 


EX. 445. Haydn 一 Strz72g Q@zxarte ob. 76， 720. 2 


Although the form of VI; which combines the major sixth degree 
With the minor third degree ordinarily occurs when the sixth degree 
is part of an ascending melodic minor scale, it may also be found re- 
sujting from a descending chromatic movement. 


EX. 446. Rameau 一 人 La 工 记 人 


HE LEADING-TONE SEVENTH 


This chord， usually an incomplete dominant ninth，Partakes of 
nondominant characterlstics when it Proceeds to III. 
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EX. 447，Bach 一 Frezcp Suite 70. 9 Gigze 


和 三 去 
2 


6: VI7 


NONDOMINANT SEVENTHS IN SEQUENCE 


The continuous series of seventh chords is a favorite device in 
nonmodulating Sequences. The sevenths usually enter as Suspensions， 
and when the chords are in root Position every other chord will be 
incomplete, with its root doubled. 


All inversions may be employed in these Sequences，as well as 
ornamental resolutions of the Suspensions and other melodic devices. 


EX. 449. 玫 rebs 一 Partita 20. 6: dlezzazde 


MODULATION 


工 he nondominant seventh chords are useful as Pivot chords in 
modujlation. Since they are not of dominant effect they do nor 
Strongly suggest the key, and for each of these chords there is at 
least one other of identical sound. For instance, the II of C major 
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may be interpreted also as TI; of D minor, III，of B-fat major TIV; 
of A minor or VI; of F Imajor. 

Irregular resolutions are sometimes useful in confirming the in- 
terpretation of the second key. For example, in a modulation from 
F to B-fat, if the pivot chord is VI; in F becoming III in B-flat, the 
regular resolution will be heard as a chord still in F. 


EX. 450 


了 RVIT R:VI 
BIT7 (F ID) 


If, on the other hand, the irregular resolution III; to IV is em- 
Ployed in B-far it will be evident to the ear that a modulation 
has raken place, since the chord of resolution is not a usual chord in 
the key of F. 


EX. 45I 


FORMULAE 


The numerous formulae for keyboard practice afforded by this 
group of chords are by no means exhausted by those given in 
上 xs, 424,， 428,，433，436，442，and 448. The student is expected to 
add others, especially formulae using inversions and irregular resolu- 
tions, either originally constructed or gathered from musical litera- 
ture. 


王 XERCISES 


IConstruct a phrase containing a sequence, the Pattern of which 
has for its harmonic background rhe progression II:-III:. 
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2. Construct a musical sentence of three Phrases，fulfilling the 
following specifications: 
a. The first phrase modulates from D major to 上 -sharp minor 
by means of a nondominant seventh chord as pivot chord. 
b. The second phrase contains a modulating sequence ending 
in some key other than D. 
c.， TIhe third phrase rerurns to D major by a modulation using 
a nondominant seventh as pivot chord. 
3，Harmonize the following bass: 


Moderato 


CHAPTER TWENTY-ONE 


游 婚 


NINTH，ELEVENTH，AND 
工 HIRTEENTH CHORDS 


usage to continue Superposing intervals of a third in order to 

increase the vocabulary of chords. Conscious efforts to accom- 
Plish chis, however, are not observed in the works of composers of 
the common-practice period in harmony. Furthermore, there is as 
yet no evidence ro show that developments in this direction in the 
twentieth century have led to more than a restricted use of chords 
of the eleventh and thirteenth as pure chords. 

One important influential factor in this resujlt is the frnm estab- 
Jishment of the Principle of four-part writing as the norm of melodic 
texture，Despite the apparent complexity of much instrumental 
music it will usually lend itself to a reduction to not more than four 
real Parts. VVriting in less than four such parts is not at all uncom- 
mon, but it is rare that a composer employs more than four, or five 
at the most. 

This fact is consistentrly demonstrated by harmonic analysis, the 
continued practice of which is taken for granted on the part of the 
student, It ls again recommended that in the written exercises there 
be no departure from trhe Principle of the four-part harmonic back- 
ground. The type of exercise described in Chaprter Six should be 
used throughout the study of all the harmonic material. 

When a chord of five factors, like the ninth chord, is rendered 
by four parts， one factor must be omitted unless one of the Parts 
sounds two factors in turn. It has been seen that in the dominant 
ninth the ninth is often either a melodic or a harmonic tone， depend- 
ing upon its Prominence as a harmonic ingredient. Similar attributes 
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站 WOULD seem 3 natural process in the evolution of harmonic 
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have been noted in the nondominant seventh chords， especially IV-. 
This ambiguity of function becomes even more marked in the non- 
dominant ninth chords， and the chords of the eleventh and thir- 
teenth, so-called. The omission of factors weakens the sense of struc- 
ture in thirds and allows the ear to accept the higher factors as 
melodic tones dependent on a simple harmonic background， usually 
atriad, or dominant seventh chord. 

Jn the following example, a thirteenth chord is shown (4a) with all 
its factors, a sonority qulte foreign to the period of harmonic com- 
Imon practice. It is also shown (2) as it usually occurs. Playing of 
this second arrangement wil demonstrate the high improbability of 
the missing thirds， especially A and C, and will also show the strong 
implication in the nore 了 that it represents D，whether or not 并 
actually resolves to it 


下 X, 452 


The nondomirant ninth chord effects used by composers are gen- 
erally found on the roots I, II and TIV， very rarely on III，or VLIL. 
They are brought about in nearly all cases by the Presence of one 
or more appoggiature or suspensions. 


THE APPOGGIATURA 


The appoggiatura to the octave above the bass， if su 全 ciently 
Prominent harmonically，wil create the effect of a ninth chord. 革 
the seventh is not Present the true chord is a triad in roor Position . 


EX. 453 


(II 人 


己 


9z (9Y 


Weeemorreoeoorrrnniet 
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WVhen the seventh is included and botrh seventh and ninth re- 
solve, as a double appoggiatura, the fundamental harmony is a chord 
of the sixth. 


EX. 454 


| 


1 VI6 人 (IV9) IT6 


(ID) VIE 


Both fifth and seventh may be included with the ninth， TePre- 
Senting a seventh chord in first inversion.。 


= 


(ID) VE 人 (TD)VH8 (CIV9?) 世 


These effects are also used in the minor mode, the lowered seventh 
degree being emPloyed when it descends to the sixth. 

III, and VIe have been omitted from the above examples as they 
are jittle used. 

All of the appoggiature shown may occur in the form of sus- 
Pensions, in which case they would enrer as tied-over notes from the 
Preceding chord and would， of course，be weak instead of strong 
rhythmically-. 

工 he ninths representing harmony of II or IV are the commonest 
of the nondominant ninths. 


EX. 456. Beethoven 一 So7zzata for Fiolizz az1d Piazojforte, 0 力 . 30, 710. 2 
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APPOGGIATURE WITH DELAYED RESOLUTION 


Sometimes the appoggiatura, or suspension, is delayed in its reso- 
lution so that a change of harmony takes place before the melodic 
tone is resolved. The nondominant ninth seems under these circum- 
Stances tO possess more independence as a chord， although its con- 
trapuntal origin is still apparent. 


EX. 457. Beethoven 一 Sy7zzzjpo7zzy 720. 2 
Allegro con brio 


D:I() VE If?) 碳 I V7 
. Schumann 一 Syzzzjpjpo7zy 7z0.3 
Maestoso 


于 


BP JU VofIY IV9 了 


VVofIV V 1I6VofVIV6 


The following is an unusual example in that all factors of the 
ninth chord are sounded, so that the effect is that of a true Super- 
tonic ninth. 


EX,. 459，Grieg 一 So7zzata, o 力 . 7 
Andante 4 上 全 | 
人 ti 


C: VofH IJI9 he 


pwaRNRRniponrooee 二 ee 
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THE UNRESOLVED APPOGGIATURA 


As a fnal stage in the evolution of a chord the contrapuntal tone 
js left unresolved. It is nevertheless essential in the nondominant 
ninth chord, as well as in the chords of the eleventh and thirteenth， 
that the character of these higher factors，as contrapuntal tones 
whose resolution is not sounded but implied，be recognized, The 
effect is somewhat different from thar of the dominant ninth simi- 
]arly treated, in which case the sense of the harmonic structure in 
thirds is strongly felt. 

In the following example the ninth is resolved in the accompani- 
ment but this resolution is barely audible by comparison with the 
melody as orchestrated by the composer. The syncopated chords 
are given to divided violas while all the violins, both first and second， 
Play trhe melody. 


EX. 460. Schumann 一 Sy7zz 力 po7zzy 720. 2 


了 119 V8 

The ninth in the example below cannot in any sense be Said to re- 

solve. Note also that the chord is in the first inversion. Inversions 

of these chords are not common, the interval of a ninth being or- 
dinarily formed with the bass. 


EX. 461. Franck 一 Qzxiztet 


Molto moderato ~，, 一 
TS: 天 也 六 EEEEEEEF 
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Part of the charm of the cadence in the following example de- 
Tives from the uncertainty as to the contrapuntal significance of the 
double appoggiatura， 正 ，C-sharp. It ls as though the seventh and 
ninth of the subdominant were held over from the tonic chord and 
the group of sixteenth-nores were decorated auxiliaries， 


EX. 462， Mozart 一 Piazoforte Co7zzcerto, 开 . 110. 488 


THE PEDAL 


Consideration of chords of the eleventh and thirteenth brings 
up the subject of the Pedal (Pedal poinr， organ point),，a technical 
device which plays a large Part in the making of these chords. 

The name“pedal” is apPlied ro a tone which persists in one voice 
throughout several changes of harmony. It tends to render the 
harmonic rhythm static and this effect is usually offset by the use of 
chords dissonant both in themselves and with the Pedal. A good 
Pedal will be at some moment foreign to the harmony with which 
lt sounds, and i customarily begins and ends as a member of the 
harmony， 

工 here are almost no restrictions as to the use of the Pedal. It may 
apPear as rthe bass, as the upper voice, or as an inner Part, It may be 
any degree of the scale, although by far the commonest Pedals are 
on the tonic and dominant, most often in the bass. 

工 he term“Ppedal”originated as descriptive of rhe natural Proce- 
dure of holding down an organ pedal while improvising above. As 
subsequently developed by composers, however, the device some- 
times seems far from the implications of its name. It is often broken 
into rhythmic Patterns and decorated by other tones，even attain- 
ing thematic significance in the ostinato figure. 

工 he strength of ronality inherent in the pedal allows the accom- 
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Panying harmony to go far afield without destroying the tonal unity 
of the music. A_ double Pedal is sometimes used, ronic and dominant， 
Imaking the key even more secure. 

In more modern developments the Pedal is considered one of the 
origins of polytonality. It ls certain that when one key is represented 
by a pedal, Perhaps a double or a triple Pedal, one can easlly hear a 
second key sounded simulraneously by harmony above. 


THE CHORD OF THE ELEVENTH 


工 he effects generally referred to as eleventh and thirteenth chords 
are brought about by the melodic means of the apPoggiatura and 
the suspension, and also by the use of the pedal, The pedals usually 


:employed are tonic and dominant. 


The tonic eleventh effect may be created by a dominant seventh 
chord superimposed upon a ronic Pedal. 


EX. 463， Brahms 一 Fariatio719， 0 力 . 22，720. 7 


2 可 CA 


ER 


The same combination is very frequently arranged rhythmically 
so that the dominant chord is heard as an apPpoggiatura chord ro the 
tonic, an effect conveniently described as “five over one.” 


EX. 464， Beethoven 一 So7zata for Fioliz a72d Piazzoforte, ob 30, 20. 7 


Allegro 一 月 过 
E 三 三 三 


寺 
A: VT7 寺 (下 
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It may happen that the tonic Part of rhe above sonority is Tepre- 
Sented by an actual chord or arpeggio while the dominant chord is 
still sounding. VWVe ther have all the factors of a tonic eleventh chord， 
bur there can be no doubt that the upPper three factors are heard as 
contrapuntal tones over a simple trlad，rather than as chord mem- 
bers. 


EX, 465. Beethoven 一 Sozata, o 轧 . 2; 710. 2 


Grazioso 
ES 一 一 


且 


革 
六 J 工 


What is commonly referred to as the dominant eleventh js or- 
dinarily the subdominant triad Sounding over a dominant Pedal. 


EX, 466. Brahms 一 Sozzata, ob. 了 


Andante 


In rhe following example the dominant pedal lies both above and 
below the subdominant triad. 
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EX. 467. Brahms-1mpterzrezzo， 0 有 .148，710. 2 


工 he eleventh may appear as a nonharmonic tone over the domi- 
nant ninth. 


EX. 468. Beethoven 一 Syzzjpjpozy 70. 9 
Allegro nont 


D: V VvofvV 了 VHL V9 


王 leventh chord effects may be found on II and IV， resulting from 
appoggiature. In the example below the interval of the eleventh is 
made by an appoggiatura with delayed resolution 


EX. 469， Rust 一 Piazoforte Sozata 70. 9 


Ar 工 Vofl I(9) V9 1 


Ninth and eleventh may both be present in the form of a double 
apPoggiatura. 
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EX. 470. Beethoven 一 9y71zbPo727y 720. 2 
Larghetto 2 ES 一 
| 
2 上 
用 寺 
二 直 
A: Im 1I 


EX. 471. Brahms 一 Syzztjpo7zzy 720. 3 
Poco allegretto 


THE CHORD OF THE THIRTEENTH 


The thirteenth is as high as it is possible to go in the series of 
thirds，since the fifteenth woujd coincide with the double octave. 
工 he dominant thirteenth of contrapuntal origin is a fairly common 
chord effect. lt has been Pointed out that the third degree, that de- 
gree being the thirteenth above rhe dominant, tends to be absorbed 
into the dominant harmony when it stands above a dominant bass， 
as in Ileand I4. It is this third degree which gives rise to the expres- 
sion“dominant thirteenth,”especially when it occurs in combina- 
tion with a dominant seventh chord (see Ex. 452). 

In the following example the thirteenth appears as apPoggiatura， 
really a sixth, to the fifth of the chord. The resolution is completed 
in the left-hand Part. 
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EX. 472. Chopin 一 Prelzde, ob 4 


oa | 


本 


| 


A: VT(2) VI 


The same type of apPpoggiatura is shown below in its minor form， 
and over the dominant minor ninth. It is to be noted that in both 
of these chords the ffrh is omitted until supplied by the resolution 
of the third degree. 


EX. 473. VVagner 一 Paryifal, 4ct 1 


B: V9G3) 


工 he third degree may enrer as kchappke interpolated between the 
Second degree and its destination, the tonic. 


EX. 474 


Although not strictly speaking an echappee, the third degree in 
the example below is of similar effect. It might also be logically ex- 
Plained as an anticipation. 
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EX. 475. Schumann 一 Car7ivajl: alge Nople 


Meestoso 一 
。 由 、 


BP VofV V7 (人 a) 工 
The unresolved appoggiatura ofren the means of suggesting the 
dominant thirteenth chord, js not less clear as a contrapuntal rather 
than a harmonic factor. 


EX. 476. Brahms 一 1zzter711eZZ0，0 力 . 76)， 710. 子 


EX. 477， 


If the following example contained a leading-tone in the first 
three measures it would sound as a real thirteenth chord. VWVithout 
that factor the separation of subdominant harmony from the domi- 
nant bass js quite marked, so that a pedal effect ls clearly Present， 
continued from the Preceding measures. 
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和 EX. 478，Dvoiak 一 Syzzzbpjpo7zy 720. 了 


Allegro molto 


JIn the following unusual example the thirteenth is held through 
into the chord of resolution，as an unresolved contrapuntal tone. 
The chord does not, however, sound as a thirteenth chord, The other 
tones are those of the dominant seventh， leaving out the fifth, the 
jimplied resolurion of the thirteenth. 


EX. 479. Chopin 一 fazzrAa, o 力 . 24, 120. 了 


BY (Ga) TI 
So-called rhirteenth chords may be found resulting from the plac- 
ing of the dominant ninth over the tonic bass as a pedal. 


EX. 48o. Chopin 一 4fazzrAa, ob. 24) 710. 7 


工 he dominant ninth used thus may be either major or minor and 
may occur Without root. 
I 
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EX. 48I， Bach 一 机 el1-tezzrbpered Cjavicord ,11 Prelzde z0.9 


Av 


In the following example the complete tonic thirteenth is formed 
by a combination of the dominant ninth and the tonic triad. The 
dominant is represented by four suspensions which subsequently 
resolve into the tonic harmony. 


EX, 482， Brahms 一 17zter7jz2ez2z0，0 力 .279) 720. 7 


四 
(IV9)I6 


人 加 vG) TI 
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-上 XERCISES 


IConstruct original examples of the following harmonic effects, 
showing their introduction and resolution: 
3a. JI。 in G major without seventh 
b. IV。 in 上 -fat minor, with ffth and seventh 
c. ls in A major, resulting from an apPoggiatura with delayed 
Tesolution 
d. IV。 in F minor, the ninth an unresolved appoggiatura 
e. An inner dominant pedal 
f. A tonic eleventh chord 
g. A subdominant eleventh chord made by a double appog- 
giatura 
h. A dominant thirteenth chord in which the thirteenth is an 
unresolved appoggiatura 
2. Harmonize the following bass, using some chords of the ninth， 
eleventh, and thirteenth: 


工 argo 


3. Harmonize the following soprano: 
Allegretto 


- 二 aa 
2 
二 ;过 二 了 
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CHAPTER TWENTY-TWO 


兴 狼 


工 HE RAISED SUPERTONIC AND 
SUBMEDIANTI 


accidental， Signifying that one of its tones is changed from its 
original form as established by the key signature. There are 
three sources of these accidentals or chromatic alterations. 

工 he 8irst reason for the use of an accidental may be said to arise 
from the deficiency of our system of key signatures， inasmuch as 
the signatures do not permit the interchangeability of the modes as 
Practiced by composers, Hence it is hardly necessary to Speak of 
a chromatic alteration when a sharp, fat，or natural js used to in- 
dicate a normal scale degree. For example，we shall not apply the 
term “altered chords” to the following: 


T A literal sense an altered chord is any chord affected by an 


EX. 483 


JIn the second caregory of chords affected by accidental signs 
are all the secondary dominants, These chords are not really altered 
chords. The Process of deriving a secondary dominant chord is not 
that of altering a chord in the scale of the main key, but rather of 
adopting a temporary tonality in which the secondary dominant 
exists as a normal, unaltered chord. Some theorists use the expression 
“borrowed chords”for the secondary dominants，This category 
accounts for the greater Part of the accidentals seen in music, except 
Perhaps for actual modulations when the key signature has not been 
changed. 

Keeping to the vocabulary of chords in the common practice of 
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composers, there remains the group of chords which have chromatic 
Signs not derived from the above sources. The important members 
of this grouP are the raised supertonic and the raised submediant， 
the Neapolitan sixth， the chords of the augmented sixth，and the 
chords with altered fifth. 


II AND VI7 RAISED 


工 he seventh chords on supertonic and submediant, with root and 
third raised，are nondominant diminished seventh chords， Ice was 
Pointed out in Chapter Sixteen that the identity of a diminished 
Seventh chord is determined by its resolutrion. These two chords 
resolve to I and V; respectively. 


EX. 484 


中 玫 忆 
VTV VEVE VSV2 VI2 V7 

工 he resolutions are typical of the Principle chat a chromatically 
altered tone receives a tendency to continue movement in the di- 
rection of its alteration. 工 hese two chords contain raised tones 
whose tendency is upward. They are like leading-tones or appog- 
8giature. The root being trhus altered does not seem like a harmonic 
root but more like a melodic tendency tone. Sometimes these chords 
are cajlled appoggiatura-chords, but this name is not always accurate 
since rhe harmonic rhythm of the resolution is ofren weak-to-strong. 


NOTATION 


Composers have shown indifference to the grammatical notation 
of these chords, not only in writing for keyboard instruments but 
also in mnusic for strings or wind instruments. The raised second 
degree is ofren written as minor third degree and the raised sixth 
as lowered seventh degree. 
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VIY(Bh=A) V8 


As written, VofV appears in Place of IIL; and VofII for VI. The 
resolutions show both to be incorrect. 


EX. 486， Bach 一 机 el/-tezzjpered Clavicpord, 7 Prelzsde 7z0. 3 


三 


CH 了 II2(PLDx) I 


A: 1 V2VISGLF9VS 
Music is fortunately a matter of sound rather than symbols, and 
there is no doubt that the second violins in the Beethoven example 
instinctively give the G-natural its Proper meaning，that of an F- 
double-sharp. 
The Problem is more di 全 cujlt in the example below. 


EX. 488. Schubert 一 Q@rizztet) ob 7163 


Allegro 5 是 
和 二 直 5 下 
全 一 | 嫩 恰 二 “十 戎 

三 二 三 | 
EC JI2 I 


Here the viola part is obviously incorrectly written 下 -fat，for 
D-sharp. But the melodic outline of the first violin part would be 
strange，indeed， if D-sharp were substituted for 下 -fat. A com- 
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Promise must be effected in performance between the harmonic and 
the contrapuntal，a compromise that is continually necessary in 
music of chromatic style and especially where enharmonic changes 
operate. 


RHYTHM 


When the chord and its resolution are in the rhythmic relation 
of strong-to-weak, the chord has the character of an appoggiatura 
chord, or three appoggiature over a single harmonic root. 


EX. 489. 工 chaikowsky 一 Nztcrac&Rer Szite: Fale 


EX. 490。 Brahms 一 Stri72g @Qzizzte 广 o 力 .7277 


2 4 一 -一 一 而 j 


G: I2 (Bt=Al) I 
The voices may move as auxiliary tones，making an auxiliary 
chord of weak rhythmic value. 


EX.4gI， Rossini 二 栈 iOiazpa Tel1: Ouertzre 
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When the altered tones enter as chromatic passing tones the 
chord is a Passing chord. 


EX. 492.WVeber 一 Operoz: Overtzatre 


有 三 
人 本 
志和 
V 


D: IE -1 vv VofVy 工 


工 hese chords may also serve as independent chords of equal 
rhythmic value with the surrounding harmony. VI; is a useful 
chord for introducing the dominant half cadence to emphasize the 
key, and II; often apPears Prominently before the cadential six-four 
chord. 


EX. 493， Mozart 一 Cozcerto for Taoo Piamzofortey, 及. zz0， 367 


CROSS-RELATION 


The two altered tones of either chord are sometimes found in a 
melodic group of double thirds or sixths forming a double cambiata. 
In this case the resujting cross-relations are not avoided. The altered 
tones may be first or second in the group. 


EX. 494 
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The above Progressions contain not only the cross-relation，but 
also the unusual melodic interval of the diminished third, F to D- 
sharp and C to A-sharp. In the example below there are two cross- 
relations, A-fat tro A-natural and -natural ro -sharp. The melodic 
diminished third, A-flat ro F-sharp, is accompanied in the top voice 
by the interval of a diminished fourth, D-flar to A-natural. It js the 
cambiata-like quality of the altered rones that makes this acceptable. 


EX. 495，VVagner 一 Die ifeifteryi71ge7, 4ct 1 
Moderato 


MODE 


The raised supertonic and submediant chords are more Suggestive 
of the major mode rhan of the minor. VI; contains che major third 
degree and II; implies it by the raised second degree. Both chords 
may, however, be employed in the minor mode. If the resolution of 
JI; is treated not as tonic, but as VofIV, there is no difhculty in con- 
tinuing in minor. The following example shows VI;， used in sur- 
roundings Predominantly minor. 


EX. 496. Haydn 一 Strizpzg Q@Qzxarte ob. 76, 720. 子 
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IRREGULAR RESOLUTION 


Irregular resolution of diminished seventh chords in the harmonic 
Sense of progression to an irregular root is rare. One such resolu- 
tion is shown in Chaprer Sixteen. Variations in the form of the chord 
of resolution can be employed，however，without destroying the 
identity of the diminished seventh. 

Jn the resolution of II，raised,，VofIV may be used， either as a 
dominant seventh chord or as an incompPlere ninth, usually minor. 
T 工 he second case results in diminished seventh chords moving 
Parallel. 


EX, 497 


EX. 498. Beethoven 一 Syzzjppo7zzy 720. 3 
Allegro vivace 


The submediant chord may also resolve to an incompjlere ninth. 


EX. 499. Bach 一 Tel11-tezzbpered Clavicpord, 1 Prelzde zzo. 8 


让 


二 


几 


< 61DhC 和 N vvo 
Er pa VTS 呈 


This resolution is the most convenient explanation of a series of 
consecutive diminished seventh chords moving chromatically up- 


Wards. Each Pair of chords may be considered as the Progression 
VIL-Vi. 
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EX. 500. Liszt 一 Les PreElzdesy 


MODULATION 


The use of the diminished seventh chord in a nondominant func- 
tion adds greatly to the already numerous resources of that chord 
as a pivot chord in modulation. The modulation in which a domi- 
nant becomes a nondominant is especially effective and somewhat 
unexpected. For instance, if the incomplete dominant minor ninth 
of C is jeft as II;， raised, the new key wi 册 be A-fac major. If it is 
left as VJ; the distant key of D-fat will be introduced. 


EX. 50I 


If it is desired that the pivot chord be VI; or II in the first key， 
there are two Problems. Since the identity of these chords depends 
upon their resolution, 并 is necessary that their function in the first 
key be made clear before the point of modulation. The best method 
of securing this clarity is to Present the chord with its resolution in 
rhe first key, using it as a Pivot chord only after its identity has been 
thus established to the hearer. The second Problem is to avoid weak- 
ening the modulation by allowing the Pivot chord ro be the domi- 
nant of the second key. This can be arranged by using a secondary 
dominant. 

Borh of these Procedures are seen in the following example: 
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EX. 502. Beethoven 一 Sy717jPo7y 20. 7 


和 二 二 二 
= 严 SA 
Bb=Ai AVIS vvT 6 6 vV7 工 
A: { -ve3 VIPIV IV I5 下 
VS 6tgx) V2 Crvior 


The pivot may be a nondominant diminished seventh chord in 
both keys. In the following example analysis reveals it to be based 
on the same degree in both tonalities, but with enharmonic change. 


EX. 503. Franck 一 Striz2g @Qzxartet 
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I.， Construct a musical sentence of three Phrases according to the 
following specifications: 
3a. 工 he first phrase shows a diminished seventh chord used 
first as VofV, then as II; altered (with enharmonic change)- 
b.， IThe second phrase modulates by means of a Pivot chord 
which becomes VI; alrered in the second key. 
c. Thethird phrase rerurns to the original key by a Pivot chord 
which is II alkered in the final key. 
2. Construct a modulating sequence, the Pattern of which con- 
tains the chord VI; altered. 
3 Harmonize the following bass: 


Andante 


王后 


4. Harmonize the following SOprano: 
Moderato 


Le Cn er ma 
| [一直 一 上 一 一 
二 一 二 一 下 一 一 


CHAPTER TWENTY-THREE 


洽 妊 


THE NEAPOLITAN SIXTIH 


cally lowered root is known everywhere as the Neapolitan 

Sixth. It js di 儿 cult to say wherein this chord is“Neapoli- 
tan,”but the fact is that the name is of universal acceptance, In the 
earlier Part of the period it was usually found in first inversion, hence 
the term“sixth.”Later, however, the term “Neapolitan sixth” was 
applied to any arrangement of the triad, even root Position， 

Far from wishing to discard a definition so securely established 
by usage, we shall welcome the convenience of the identifying label 
attached to this chord, In rhis way we may be Permitted the un- 
Scientific but quite understandable expression，“the Neapolitan sixth 
in root Position,”and the occasional use of the commonly accepted 
symbol Nu. 

工 he Neapolitan sixth is a major triad and is, therefore, not a dis- 
Sonant chord. However, the chromatic alteration of the second de- 
gree gives that tone a downward tendency so that when it proceeds 
upward there is a feeling of irregularity of movement，if not of 
Tesolution . 

It is a chord of strongly subdominant character，often used in 
cadences to introduce rhe dominant. By far the commonest progres- 
sion from the Neapolitan sixth is to the dominant chord in some 
form. 


EX. 904 瞪 下 寺 已 一 已 二 
oa | bo ba 
V Im6" Y 


JIr6b Jr6 
267 


下: Supertonic triad with minor sixth degree and chromati- 
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Note that the bass is the best tone to double, as it is a tonal degree. 
工 he altered second degree is normally not doubled in the first in- 
Version，but this is a rule less strictly followed in the case of the 
Neapolitan sixth than with any other chromatically altered chord. 

工 he progressions shown in the example contain the cross-relation 
between D-fat and D-natural、 It cannot be said that this cross- 
Telation is avoided by composers, although there are many arrange- 
ments of the Progression to V without it， as will be shown. The 
croSS-relation may be seen in Exs. go6, go8， 5Io, and others. 

VVhen the dominant chord contains a Seventh, its ffth w 记 very 
likely be omitted so that no cross-relation will occur。 


EX. 505，Beerhoven 一 Sozata, ob. 27, 710. 3 


I6 和 ~ 一 一 一 v> 


TIhe bass may remain in Place as the harmony changes， making 
the third inversion of V;。 


EX. 506， Bach 一 Szite for Faute azd Stri7289 
Allegro 


If the sixth degree, fifth of the chord, is coni 


tinued into the next 
harmony, a ninth chord will result。 
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EX. 507。 Beethoven 一 Sozzata, ob. 9g0 


V9 


工 he dominant ninth chord may be in its incomplete form，with- 
out root, most often as a diminished seventh chord. Unless the low- 
ered second degree Progresses upward， contrary ro its rendency, the 
cross-relation will occur in this case. 


EX, 508. Mozart 一 Si7i728 @zxarteb 及. 720. 427 


Very often the dominant chord will first be represented by the 
cadential tonic six-four chord as double appoggiatura, This allows 
3 Smooth stepwise Progression in all voices， the three upPPer Parts 
moving in contrary motion to the bass. The root succession is， of 
course, still II to V. The cross-relation is not noticeable because of 
the intervening harmonic effect of 


EX. 909，Mozart 一 Piazzoforte Cozcerto, 玉 . 10. 488 
Andante 
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Other chords are sometimes interpolated between the Neapolitan 
Sixth and the dominant. These are for the most Part different forms 
of supertonic harmony. The Problems of voice leading Vary with 
the form chosen. If the chord is dominant of the dominant， there 
will be several chromatic Progressions in the voices. Note, in the 
example below，that the cross-relation between the two forms of 
the second degree is Permitred so that the lowered tone G-natural 
Imay descend according to its tendency. 工 he other two chromatic 
Progressions are effected each in a single voice. 


EX, 510，Schumann 一 Strizg Q@Qzarteb 0 力 . 97， 720. 了 


工 hese problems of voice leading are sometimes obscured by the 
texture of instrumental writing, especially in music for keyboard in- 
struments，JIn the following the altered second degree appears to 
be doubled and it is questionable whether the ear will follow the 
upward or the downward Progression of that tone. 


EX, 51I，Mozart 一 Fazztayig, 开 . 770. 397 


Andante 
3 
忆 4 P 知 一 一 一 一 
二 
VofV TV 


“ 


D: II6? 


The following excerpt is clearer, as to the melodic Progression of 
the Parts, and it is evident that the lowered Second degree moves 
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upward. Doubling of the tone A, the sixth degree, avoids the cross- 
relation by allowing the Progression A to A-sharp to be made in 
one voice. 

JIn the first measure it is to be remarked that the melodic fguration 
over the Neapolitan sixth harmony takes the form of the scale of 
the temporary tonality of the lowered second degree, here D major. 


EX. 512。 Beethoven 一 Sozzata，o 力 . 27, 710. 2 


Presto 二 


The altered tone may appear as 3appoggiatura to the tone below. 
The fundamental harmony will then be subdominant， although the 
Pecujiar color of the Neapolitan sixth should be recognized har- 
monically, Ir is also reasonable to consider the tonic as a Passing tone. 


EX. 513. Mozart 一 Qzizteb 及 .720. 97 了 


JS(IV6) 三 


工 he above example shows the adaptability and coloristic effect of 
this chord employed in a Passage which is Prevailingly in the major 
mode. 

工 he use of the Neapolitan sixth is not limited to cadential for- 
mulae, It may be found in any Part of the Phrase， and may even 
begin the Piece. 
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EX. 514. Chopin 一 Ba1iade, ob. 23 


Jn its subdominant capacity 让 Progresses occasionally to I or 
VofIV， 


EX. 515. Handel 一 Comzcerto Groyso 710. 了 


Largo_ld 4 机 后 - 
和 
3 


B:I6 II YE II 


一 


由 


仿 


冯 g 


EX, 516， Beethoven 一 Trio, ob. 7) 70. 了 
Allegro 


The Neapolitan sixth may be used as subdominant harmony in a 
Plagal cadence, followed by either major or minor ronic harmony. 
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EX. 517. Brahms 一 Striz2g @zarte ob. 78， 70. 7 


Alle gro 计 大 
二 


co 产 一 一 bp 


C:IV 


Pen 


I6 


JIn the nineteenth century the Neapolitan sixth chord was em- 
Ployed with increasing frequency as a triad in root Position. This 
gave the chord much more independence and stability, rthe lowered 
Second degree being treated in this case not as a melodic rendency 
tone, but as a true harmonic root and so doubled. The doubled root 
and the augmented fourth relationship to the dominant help to em- 
Phasize the remorteness of this harmony from the main tonal center. 


EX. 518，Chopin 一 Prelzde, ob. 28, 70. 20 
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下 xamples of the Neapolitan sixth in the six-four Position are not 
numerous and usually such combinations are due to the Presence 
of the lowered second degree as an apPpoggiatura (see Ex. 513). 

The Neapolitan Sixth may be Preceded by its dominant, thus add- 
ing another to the list of Secondary dominants available in one 
tonality. 


EX. 520，Mozart 一 Qzipte5 开 . z0. 987 
Minuetto 一 


A: II6 V2ofN6 了 6 下 V7 工 
EX,. 52I，Schubert 一 Syzzbppozy 7zo. 7 
4Andante conmoto 中 一 一 本 
本 
P 估 、 
A: VaofN6 II6 V2 I6 JI6 1 


The independence of the root Position chord is greatly strength- 
ened by the presence of the Secondary dominant“VofN。”It is 
Plain，however, that the two chords constitute an extension of the 
bounds of the main tonality rather than a weakening of it. 


EX. 522，Chopin. 一 4dazzirRa, op. 7 ?0. 2 
Vivo 
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FALSE MODULATION 


It may happen that the tonality is actually so weakened by har- 
Ionies strongly suggestive of another tonal center that a modula- 
tion is felt to be the true effect， although there is an immediate 
Teturn to the main tonality. In this case the term“false modulation” 
may be applied，The false modulation differs from the Passing 
modulation by returning to the original key instead of proceeding 
to a third key. 

JIn one sense the interpretation of a Passage in analysis as false 
modulation may be considered as unnecessarily involving a change 
of key, since the relationship of any chord to a given tonality can 
be described in some way. But the general effect on the hearer should 
be taken into account, as well as the compjexity of style of the music, 

The Neapolitan sixth chord is often fele to be of sufcient tonal 
Strength to cause a momentary shift to its root as a tonal center. 
This may be due simply to the length of time it occupies. 


EX. 523，Chopin 一 Prelzde, ob. 28, 710. 6 
Lento assai 


Or it may be because of the attendant harmonies. In the follow- 
ing example the last chord in the first measure is the raised Super- 
tonic in the key of G, followed by the tonic six-four. The use of 
the subdominant of G confirms this impression，but we know thar 
the Gr-natural triad is but the Neapolitan sixth chord of the key of 
F-sharp、 
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EX. 524， Beethoven 一 Sozata， op. 706 


MODULATION 


The Neapolitan sixth is a useful Pivot chord in modularion， As 
asimple major triad it is capable of many interpretations. It is com- 
mon ground between distantly related keys as in the following 
modujation from F to 下 . 


EX. 929， Beethoven 一 Somata， 0 力 .7 和 20. 7 


EXTENSION OF THE SECONDARY DOMINANT PRINCIPLE 


工 he question of the Strength of the tonal center，raised in con- 
nection with the matter of false modulation，w 训 eventually be an- 
Swered through the inclusion of all chords into any given tonality， 
in analysis. 工 his， however, is not a Decessary Step until the com- 
Plexities of the twentieth century are reached. But even in the Period 
which we have called the Period of harmonic common Practice there 
are many instances in which a foreign chord stands in such a clear 
relationship to the ronality that it seems iogical to consider it as 
involving a change of key rather than to observe that relationship. 

In the following example the G minor triad is related to the key 
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of A as subdominant of the subdominant. By extension of the 
Principle of secondary dominants we may therefore describe it as 
IVofIV-. 


EX. 526. Brahms 一 Stri7g @Qzartet ob 87，710. 2 


JIV 检 

The diminished triad on D exists in B-fat as VofIV, but as used 
in the example below the expression IIofII much more accurately 
describes its function in the sequential harmony. To infer a modu- 
lation to C minor on account of this one triad would be to exag- 
gerate its importance. 


EX. 927， 开 rebs 一 4fizzziet 


工 he minor triad on the fifth degree is quite lacking in dominant 
feeling. When it stands in subdominant relationship to the super- 
tonic it could be called IVofIL, as below. 


EX. 528. Beethoven 一 Syzzjpjozy 70. 9 
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False modulations to the key of the Neapolitan sixth suggest the 
value of the extension of the secondary dominant Principle in avoid- 
ing the inference of a change of tonality when one is not felt as 
important, The example following contains the major triad built on 
the augmented fourth above the tonic, a chord foreign to the to- 
nality, but used here as subdominant of F-fat major, the Neapolitan 
Sixth. Enharmonic notation is frequently adopted， as it is here, in 
order to simplify the reading of such chords as that of B-double-flat 
major. 


EX, 529，Chopin 一 Etzide, ob. 70, 70. 6 


BEz II6p IVofI II IVEofIT II6b 


Formulae, to be Played in all keys: 


王 XERCISES 


I. Construct a modulating sequence in which the Pivot chord 
is the Neapolitan sixth in the second key-. 


THE NEAPOLITAN SIXTH 277 


2. 上 xpPlain the relationship of the Neapolitan sixth chord of the 
key of G to the tonalities A, F, 上 F-sharp， and B-fat. 
3 Show the Progression of the Neapolitan sixth to five different 
chords in the key of D-flat. 
4. Harmonize the following bass: 
Ancantino 一 ， 


三 三 2 和 三 三 三 三 | 


5. Harmonize the following soprano: 


CHAPTER TWENTY-EFOUR 


小 婚 


AUGNMENTIED SIXTH CHORDS 


Sixth chords have in common the interval of the augmented 

Sixth created by the minor sixth degree and the chromati- 
cally raised fourth degree. The name“augmented sixth chord”de- 
Tives from the commonest arrangement of the chords, in which this 
characteristic interval is found between the bass and an upper voice; 
but, as in the case of the Neapolitan sixth, it is ofren applied to other 
Positions. 

The augmented sixth chords are nondominant in function. They 
are Strongly tonal since they indicate unmistakably the dominant 
of the key. The interval of the augmented sixth expands in its normal 
Tesolution to an octave which is the octave on the dominant. 


站 


This principle of tonality inherent in the augmented sixth chords 
is most Important to an understanding of their use by composers of 
the common-practice period. Only by very uncommon exception 
is the octave of resolution anything other than dominant. The aug- 
Imented sixth interval does not come from a dominant with lowered 
和 fth，but from a subdominant with raised root. The following ex- 
ample shows its contrapuntal origin。 


多 和 


mnotjVofV 一 一 V 
下 工 


工 ， four chords comprising the group known as augmented 
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The normal position of all four augmented sixth chords is that 
with the minor sixth degree in the bass and the raised fourth degree 
in any upPer voice. Another voice is always the tonic, making three 
voices common to all four chords. Each member of the group w 记 
then be distinguished by the fourth voice. 


本 s 6. 枚 . 
、 


EX. 532 


rz 了 
ais called the augmented sixth. 
Dis called the augmented six-fve-three. 
cis called the augmented six-four-three, 
dis called the doubly augmented fourth. 

Many theorists have used the names Italian sixth (4)，German 
Sixth (), and French sixth (c). These names are not universally em- 
Ployed and have nothing like the established usage of the name Nea- 
Politan sixth, for instance. 

Note that is like a with the minor seventh addedi; d sounds like 
忆 but the difference between 下 -fat and D-sharp becomes clear on 
the resolution of the chordi; c is distinguished from by the Presence 
of the second degree in Place of the minor third degree; 0 b, and 4 
sound like dominant sevenths. 


RESOLUTION 


The regular resolution of the augmented sixth chords is to V,，or 
V Preceded by JT8. The raised fourth degree moves up a half step， 
the minor sixth degree moves down a half step, and the tonic either 
moves down directly to the leading-tone or remains in Place as a 
suspension or appoggiatura before descending. 

The fourth voice wil，of course， vary in movement according 
to its identity. In w the Plain augmented sixth chord, since there are 
but three factors the tonic will be doubled. Ic is not customary to 
double either of the tones making the interval of the augmented 
Sixth. The fourth voice usually moves up by steP. 
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EX. 533 app. 
| 
村 浊 
人命 
个 
8: 上 -和 合 
上 于 


IV6 V IIV6 TV TV6 TY 
The fourth voice is free to move up by the interval of a fifth to 


the dominant，ofren a desirable melodic skip when in the Upper 
voice. 


EX, 534，Beethoven 一 Sy7zz 力 ozy 70. 了 


Allegro con brio 个 
NS 
7 AN 
| 3 
C: VE IV6# 六 


In the augmented six-fve-three () the fourth voice forms with 
the bass an interval of a perfect ffth. The Parallel ffths arising from 
the natural Progression to the dominant are Practiced exceptr when 
occurring between soprano and bass. 工 hey are most ofren seen be- 
tween tenor and bass. The third degree js however, more freduently 
tied over asa Suspension, or repeared as an appoggiatura, before con- 
tinuing down to the second degree. 

工 he augmented six-five-three is Strongly indicative of the minor 
Imode, since it contains both minor third and minor Sixth degrees. 


EX 93 和 


| 了 凤 4 FT 


IV 员 V 二 本 TY 五 5V 
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EX. 536. Mozart 一 So7z4tl, 玉 . 720. 332 


Allegro 大 本 
一 


CIV 人 4 V 


The Parallel ffths are more noticeable in the following exampPle. 


EX,. 537. Eranck 一 Sy71t)o7y 


This form of subdominant harmony is very common Preceding 
the cadential six-four chord, Its tonal clarity is especially useful 
after a modulation. 


EX, 538， AMozart 一 Overtzure to Do7z Giova7171 


0 JJ 介 由- 
1 
下 二 V 民 
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The augmented six-four-three (c) is built on the root IT, instead 
of IV as with the two chords just described. It should be regarded 
nevertheless as a chord of subdominant function. The same chord 
may be reached by the process of lowering the fifth of a dominant 
seventh chord, in this case VofV, but this is a more advanced and 
much less common form of chromatic alteration and implies a dif- 
ferent tonal function. 

The presence of the second degree affords a common tone be- 
tween the augmented six-four-three and the dominant chord，so 
this factor w 训 usually be repeated or tied over in the chord of reso- 
lution, although it may Progress to an appoggiatura of the second 
degree. 


EX, 940 


三 
aa | 霹 4 
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The augmented six-four-three is employed in connection with 
chords characteristic of the major mode as well as those of rthe minor， 
contributing to the impression of interchangeability of the two 
modes. 


EX. 542。、Chopin 一 Noctzr7e, 0 力 . 48，720. 2 


In the chord of the doubly augmented fourth (d) the distinguish- 
ing factor is the raised second degree, implying a resolution to the 
major third degree. This interval of the doubly augmented fourth, 
formed between the minor sixth degree bass and the raised second 
degree, is enharmonically identical with the Perfect ffth. The chord 
can be told from the augmented six-fve-three only upon its resolu- 
tion.。 


EX. 543 


EX. 544. Chopin 一 Ballade, ob. 47 
Allegretto 
2 三 全 : 


se 


Composers frequently write the doubly augmented fourth in- 
correctly as an augmented six-fve-three. lt will be recalled rhat the 
玫 
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same indifference as to the notation of the raised second degree was 
observed in the supertonic seventh chord with raised root and third. 
The two chords are closely related, differing only in the form of the 
Sixth degree. 


EX, 5945， Haydn 一 Stri72g @zarteb 0 力 . 64) 710.9 


When trhe augmented sixth is followed by a dominant seventh 
chord, the raised fourth degree descends chromatically，somewhat 
in the manner of the irregular resolution of a leading-tone. If the 
augmented six-fve-three is used, the Progression sounds like a suc- 
cession of dominant seventh chords and is often so written， though 
incorrectly，The steps in the evolution of this progression might be 
outlined as follows: 


EX. 946 


In the following example, the Parallel motion is interrupted by 
the appoggiatura in the upper voice: 
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EX. 547. Beethoven 一 So7zzata, o 力 . 97 


Andante con moto 


间 一 则 ， 


SS 
mr 人 I 


Coloristic possibilities of the augmented sixth combined with 
chromatic nonharmonic tones are suggested in the following well- 
known quotation. 


EX. 948. VVagner 一 Prelzde to Tzitez U1d 15olde 


工 he appoggiatura forming the interval of a diminished octave 
with the raised fourth degree is of fairly frequent occurrence. 


EX. 9549. Aiozart 一 So7aia, 玫 . 710. 976 
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INVERSIONS 


Disposition of the factors of these chords with other than the 
Sixth degree in the bass does not seem to destroy their identity as 
chords of the augmented sixth，even though the characteristic in- 
terval is found between jless Prominent voices，or inverted to be- 
come a diminished third, This accounts for such expressions as“the 
augmented six-fve-three in the six-four-three Position,”meaning 
that the chord normally found making the intervals six, five， and 
three has been rearranged so that it makes the intervals six, four， 
and three. 

It is recommended that the augmented sixth chords be Tegarded 
simply as forms of II and IV with alterations as shown above， using 
the Arabic numerals to designate in the customary way rhe inter- 
vals formed with rhe bass. 

WVhen the raised fourth degree is in the bass the resultant interval 
of a diminished rhird resolves with no less emphasis to the octave of 
the dominant. 


EX. 5g0. Brahms 一 altz, ob. 39) 70.7 


JIn the above example, the Position of the chord is a natural con- 
Sequence of the melodic progression of the two outside voices in 
contrary motion chromatically. The melodic movement of the bass 
is usually the reason for a choice of some factor other than the sixth 
degree as a bass note. 

A static bass on the tonic or third degree may hold through an 
augmented sixth appearing above as double auxiliary or double 
appoggiatura. 


AUGMENTED SIXTH CHORDS 287 
EX. 55I. Brahms 一 Piojiz Cozcerto, ob. 77 


Allegro nontroppo 


As a dissonant chord over a dominant pedal the augmented sixth 
is strikingly effective. 


EX. 5952， Chopin 一 9cperzo, ob 为. 20 


IRREGULAR RESOLUTION 


Harmonically，the augmented sixth chords have few irregular 
Tesolutions. These are mostly progressions to tonic harmony, as in 
卫 x. 551. VWVith the sixth degree in the bass, the Progression to I in 
root Position, the augmented sixth interval resolving in a direct fifth， 
was rarely used until late in the period，when it is recognized as a 
characteristic feature of the harmonic style of Ceksar Franck. 
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EX. 553. Franck 一 Piojiz Sozzata 


Allegretto 


二 寺 - 和 二 人 二 
开 称 稚 了 


证 


A: I 工 名 (Cl-B#) 工 TV 人 V7 
了 


Many irregularities in voice leading are possible in the regujar 
TOOt Progression to V, because of the variety of forms of dominant 
harmony and the added resources of nonharmonic tones (see 下 x. 
548). In the following example the doubly augmented fourth leads 
to an effect of dominant thirteenth.。 


EX. 594，Schumann 一 Sy7zzzjpjpomic Sttudier， ob，73 


C 代 Vofy[IY 开 欠 YI 2 I 
ev 了) 
MODULATION 


As a pivot chord in modulation the augmented sixth is most often 
employed for the advantage of its enharmonic Similarity to a domi- 
nant seventh chord. The raised fourth degree then becomes the 
seventh of the chord，a tone of downward tendency. Since the 
minor sixth degree is interpreted as a dominant the two tonalities 
involved will be a half-tone apart. 
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EX. 555.Beethoven 一 Stripzg Q@ztarteb5 ob. 89) 710. 了 
Allegro vivace 


并 E 
| 了 了 拓 
天 有 
0 下 人 fw I6 


工 he above modulation is of the sudden type, since the pivot chord 
is the dominant of the new key. Somewhat different is the effect of 
the opposite arrangement，where the Pivot chord is the augmented 
Sixth chord in the second key. Both modulations miay be described 
as unusual，however，in that the changes are to distantly related 
tonajities. 


EX. 456. Schubert 一 Syzzjjjo7zy 70. 8 
Andante con moto 


EXCEPTIONAL FORMS 


A few cases may be found of chords having the same interval 
Structure as chords of the augmented sixth group but derived from 
other degrees of trhe scale. One of these has been mentioned 一 that 
formed by the lowered second degree in a dominant seventh chord. 
Although properly considered a chord with altered fifth, ir may be 
cited here as an instance of the comparatively rare treatment of the 
augmented sixth as a dominant. 
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EX. 557. Schubert 一 Qzizteb ob. 163 


The supertonic seventh chord with major sixth degree and raised 
root is sometimes used in Progression to IL. It is similar in sound to 
the augmented six-five-three in the relative minor. 


EX,. 5g58，Grieg 一 Sozg“ 有 7o 帮 zzzzg? 


The tonal sense of the augmented sixth is so Strong that in most 
cases of its construction on roots other than II or IV its relationship 
to the tonaljity is more accurately described by the extension of the 
Secondary dominant Principle. 


EX,. 559，Haydn 一 Syzzzppozy 70. 了 


VofI 


By the application of this Principle a tonal unity can be discovered 
in such Passages as the following. It is plain that the composer does 
not intend the tonal center to shift four times in these three bars. 
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The augmented sixth chords with their resolutions form a series of 
IV-V Progressions standing for degrees of the key，namely the 
dominant 上 , subdominant D, and the lowered seventh degree G the 
latter being a modal degree much used by Grieg. 


EX. 9560，Grieg 一 Solueig'y So7z2g 


AAA 

4 
A:V IwofV) vVofyItIVWtIY IVorvI worvDIY 避 
(BEmin.) (DminJ) (6min.) (Amin.) 


FORMULAE 


In addition to the four-part formulae given in Exs， 533，539， 
54o, and 943,， the following sequences are recommended for key- 
board Practice. They should not be written out， but Played from 
the patterns given. 
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王 XERCISES 


I， Write a modulating sequence in which the Pivot chord is 
Vi;ofIV becoming the chord of the doubly augmented fourth in the 
Second key. 

2， Construct a musical sentence of two Phrases according to 
the following specifications: 

3 The first phrase modulates from B to B-fat by means of 
a pivot chord which is an augmented sixth in the second key. 

b、The second phrase returnstoB by means of a Passing modu- 
lation through a third key. 

3. Harmonize the following bass: 


工 ento 


一声 
天 大 坟 
一 二 一 一 


三 机 一 全 天 信 一 一 一 一 下 -Ht 一 此 > 
一 一 三 三 一 一 三 三 = 一 汪 三 这 二 = 三 兰 
一 二 二 一 


CHAPTER TWENTY-EFIVE 


雍 狼 


OTHER CHROMATIC CHORDS 


the vocabulary of harmonic material in the common Prac- 

tice of composers， It is Physically possible through the 
Process of chromatic alteration to_ create a large number of new 
forms，just as one can Spell new words with the letters of a lan- 
guagei but our Purpose in this Study is to define the harmonic vo- 
cabulary as employed. 

Much can be learned about this common Practice by experiment- 
ing with possible alterations of existing chords with a view to dis- 
COVering reasons why some forms were used in Preference to others. 
T 工 he student should go about this Systematically, taking each chord 
inrurnand applying to it various chromatic alterations of the factors, 
appPraising the resujts for rhe combination of intervals obtained and 
the relation of the chord to the tonaljity. 

lt wil be observed immediately that a large Proportion of the 
chords made by this method are really heard enharmonically as 
other more familiar chords, so that the apPparent new form exists 
only on paper. A few such results are given here: 


站 有 Temain but few altered chords that we can include in 


EX. 961 


:we Te mg T6 8 区 = TTzb 
C: I9=VI 开 亚 于 别 - 工 TV 了 

工 he harmonic interpretation of these forms depends upon the 
acceptance by the ear of rhe tones as particular scale degrees of 
Particular key and mode. In the above example the key of C is 
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arbitrarily chosen but，as we know, it can be established aurally 
only through association with other harmonic elements. So the， 
contrext will infuence strongly the interpretation of chromatic tones. 
The following example contains a chromatic Passing tone creating 
the augmented triad on C. If，however， the third of the chord is 
minor, the passing rone will be heard as the minor sixth degree in- 
stead of the raised ffth, and the Progression is diatonic rather than 
chromatic. 


EX. 562 


工 he following observations are made as to chromatic alteration 
of che scale degrees: 

The tonic may be raised，but if lowered it is heard as seventh 
degree. 

工 he supertonic may be either raised or lowered. VVhen raised if 
1$ Sometimes heard as minor third degree. 

The minor mediant if raised becomes the major mediant; if low- 
ered it is heard as supertonic. 

The major mediant if raised is heard as subdominant; if lowered it 
becomes minor third degree. 

The subdominant Imay be raised, but if lowered it is heard as third 
degree. 

The dominant may be raised, sometimes being heard thus as minor 
Sixth degree. VVhen lowered it w 训 usually be heard as leading-tone 
of the dominant. 

The minor submediant when raised becomes the major submedi- 
anti f ljowered it is heard as dominant. 

工 he major Submediant may be raised, sometimes being heard thus 
as lowered seventh degree, When lowered it becomes minor sixth 
degree. 

The leading-tone 过 raised is heard as tonic. ITr may be lowered. 

New chords are the result of harmonic and melodic, vertical and 
horizontal, influences. Harmonically， they arise from a desire to add 
to the harmonic interest and variety by the creation of a Sonority 
hitherto unheard，or by the use of an established form in an unac- 
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customed Position in the tonality。 Melodically，the altered tones 
forming the new chord are introduced for their value as tendency 
tones imparting melodic direction and continuity， 

These two aspects are not entirely separate. Some of the altered 
chords appear most often as the effect of chromatic Passing tones or 
other melodic tones. Some，like the raised supertonic，are almost 
entirely made up of tones capable of analysis as nonharmonic fac- 
tors. Those vertical combinations which by their recurrence 1n 
music seem to_ have been brought about deliberately should be 
recognized as chords， albeit with certain qualifications， It will be 
recalled that this point of view had to be taken in the case of the 
six-four chord, the ninth, eleventh, and thirteenth chords, and even 
some seventh chords. 

The appearance of chromatic tones has been studied thus far in 
these harmonic groups: the secondary dominants; the altered chords 
IIL, VI, the Neapolitan sixth, and the augmented Sixth group; and 
chords explained by extension of the secondary dominant Principle 
(Chapter 工 wenty-three). The last-named grouP opens UP a Vast 
field for theoretical speculation as to the limits of a tonality. In the 
comrmon-practice period it is unnecessary and unwise to exploit this 
Principle too far. It should be sparingly used， and only where 
offers less complexity rhan a modulation. 


THE AUGMENTED FIFTH 


Chords with fifth raised to make the interval of the augmented 
和 fth above the root are found on TI ITV, and V. 

The tonic chord so altered is Practically always the major form， 
The altered tone is of course not doubled and the chord resolves 
regujlarly to the subdominant. 


EX. 963 
[ 
全 兮 侠 _ 兮 
-- 人- 
I5# TV 4 IV 
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Te also leads smoothly into the Supertonic seventh chord， especially 
when the third degree is doubled. 


EX. 964. Bizet 一 三 .4rjEsiezze 
Adagio 


革 汪 十 二 二 
和 


FRV7T 1I8 I8 II7 vVr 


The Presence of the tendency tone brings out the inherent quality 
of the major tonic as dominant of the subdominant。 Many examples 
are found of V;ofIV with augmented fifth. Note the interval of 
the augmented sixth between the two Upper voices as they are ar- 
Tanged in the following exampje. 


EX,. 565，Beethoven 一 Strizg Q@Qzartet ob 18，710. 了 


全 


VEYomvwev 和 ov 到 WwW 


In dominant harmony the raised degree is the Supertonic，sug- 
gesting the major mode by its implied resolution to the major third 
degree. 


EX. 566 
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EX. 567. Brahms 一 Piazoforte Co7zcerto, ob. 8 了 3 
Allegretto 


The raised supertonic is a tendency tone added to those already 
Present in the dominant seventh chord. Resolution of these tendency 
tones results in doubling the third of the tonic triad, The augmented 
Sixth interval between two of the factors, as noted also in V;ofIV， 
does not mean that these chords should be regarded as augmented 
Sixth chords. The characteristic interval here is the augmented fifth， 
not the sixth. 


EX. 9568， Beethoven 一 Syztzjpjpo7zy 70. 9 


Bm IT8 东 了 V8 

Added tendency reduces the number of Practicable irregular 

resolutions. The student should try resolving this chord to all others 

and note examples of irregular resolution encountered in mnusic, 

工 he following shows an effective resolution of the augmented triad 
Vitothe incomplete major ninth VofV. 


EX. 569. VVagner 一 Siegfried, 4ct 7111 
Moderato 
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The subdominant chord with raised fifch differs rhythmically 
from the two chords described above in that it is nearly always an 
appoggiatura chord. The raised tonic is an appoggiatura to the sec- 
ond degree, and if seventh and ninth are Present they act as apPog- 
giature to the sixth and octave of a II chord in first inversion, 


EX. 970 


IV5WT6 TVZ4 II6 TV2 6 
( 亚 一 一 ) (到 一 一 ) (一 一 ) 


EX. 57I。 Liszt 一 Piazoforte So7410 


工 


The augmented triad has a certain vagueness due to the fact that 
the inversions sound like the root Position. Ir is composed of two 
Imajor thirds which divide rhe octave into trhree equal Parts，the 
upper interval--the diminished fourth 一 being che enharmonic equiv- 
alent of the major third. This symmetry suggests the origin of the 
whole-tone scale. 


A succession of augmented triads loses the sense of definite 
tonality. 
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EX. 573. Liszt 一 Dazce of tpe G7zzo71ey 


THE DIMINISHED FIFTH 


Chromatic lowering of the fifth is found in dominant harmony， 
In the second inversion of the dominant seventh this produces a 
chord similar to the augmented six-four-three，but of dominant 
function.。 


EX. 574 丰 
人 
-和 全 bo 刁 
= IF 
Y 工 


ao 由 
加 | 日 


This chord may resolve to a minor tonic as well. 
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EX. 4976. Chopin 一 Noctzr7ze, o 力 . 27, 70. 7 


If this alteration (lowered second degree) is applied to the domi- 
nant minor ninth without root, the chord sounds like the augmented 
Six-fve-three but with dominant function。 In this exampjle ir is 
heard over a tonic pedal: 


EX, 577. Franck 一 Q@zizztet 
Allegro 


了 : VofVI  VofIV 
tonie ped 


APPOGGIATURA CHORDS 


It is customary to speak of a combination of appoggiature as an 
“appoggiatura chord.”The name is retained here for want of a bet- 
ter general term，but it should be Strongly emphasized that the 
chords commonly called appoggiatura chords most often form 
the weak Part of a weak-to-strong Progression, in which case the 
members could hardly be called appoggiature. 

The method of forming these chords is that of Preceding some 
or all of the factors of a given chord by tones a half step above or 
below，so that they resolve into the chord factors somewhat as 
leading-tones，The possibilities of forming new chords by this 
melodic Process are very numerous and the individual combinations 
do nor appear often enough to become Part of the harmonic vocabu- 
lary, but a few characteristic examples can be given. 
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Jn the following example the first chord is an unusual form of 
IV but its function is readily understood. Compare its effect with 
that of the raised submediant seventh as an introductory chord to 
the dominant. 

EX. 578. Brahms 一 Imter7jzezzO，o0 力 7116，710. 6 


Andantino 


BIT 一 放 
The following chord is like VIV except for the Presence of the 
subdominant 下 . 


EX. 5$79. Franck 一 Prelzde, Cporale, azd Fagze 
ant. app. 


了 1 人 7 

8 

It may so happen that the altered chord contains a factor which 
has been bortrh raised and lowered. 


EX. 58o. Schubert 一 Rosazzzzizzde 
Allegro Pdersia 二 


全 二 


人 
B: 了 ICAt-Gx) Y I 
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The following example shows a chord which mighr Properly be 
ealled an appoggiatura chord because of the rhythm. It is question- 
able whether a weak-to-strong Progression can be heard here, as the 
Placing of the bar-line tends to suggest. The leading-tone in both 
chords creates a dominant feeling throughout. 


EX,. 58I， Brahms 一 Cabriccio, ob. 76, 70. 8 


unposovivace 、 一 ED 


CT 
The lowered tonic in the submediant triad, used by Franck as in 


the example below， imparts a dominant quality to the chord since it 
Sounds like a leading-tone. 


EX. 582. Franck 一 Qzzizztet 


The examples given above by no means represent an exhaustive 
list of these altered chords, but they will serve to indicate the cir- 
cumstances in which such chords appear. It is suggested that the 
Student should record examples of similar chords discovered in music 
of the eighteenth and nineteenth centuries, taking special notice of 
those combinations found used several times. 


MODULATION 


As pivot chords, the chromatically altered forms have the disad- 
Vantage that since they are identifed by their resolution it is neces- 
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sary ro estabjish carefully their Position in rthe first key before giving 
them a second interpretation. On the other hand， the augmented 
trlad is a versatile chord in modulation owing to its capacity for 
enharmonic change. 工 he so-called appoggiarura chords can be 
effectively used whenever they are capable of interpretation as nor- 
mal chords in the first key. For instance, the chord shown in Ex. 578 
could be employed in a variety of modulations since it has the sound 
of a dominant seventh chord. Experimental studies in the modulatory 
Possibilities of altered chords can be most Profitable. 


EXERCISES 


I，Construct a musical sentence of three Phrases according to the 
following specifications: 
3 The first Phrase modulates by means of a Pivot chord which 
is a chromatically altered chord in both keys. 
b，The second phrase contains a modulating sequence whose 
Pattern includes a dominant chord with lowered fifth. The Phrase 
ends in a key not found in the first Phrase. 
c. The third phrase returns to the initial key by a Pivot chord 
which is an augmented triad. 
2 Harrmonize the following bass: 
Moderato 
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3. Harmonize the following soprano: 


Andante 


CONCLUSION 


on the Particular detail or aspect of harmonic Procedure 

with which it was immediately concerned. The student's 
experience, then，wi have been a series of changing impressions as 
to the comparative importance of each detail. Needless to Say, the 
mastery of these details of common Practice must be followed by 
an application of the set of principles as a whole. The most desirable 
Program would be to complere the study of the material in the vari- 
ous chapters during the first year， devoting the second year to 3 
study of the common Practice of composers from a somewhat 
broader viewpoint, as well as to occasional review of details when 
that ls needed. 

It is recommended that the type of exercise drawn from actual 
compositions，described in Chaprer Six，be extensively developed. 
The material should be judiciously selected, beginning with music 
that Proceeds in normal fashion before introducing examples of un- 
usual treatment. Exercises ought to be of considerable lengch, at least 
SeVveral phrases, so that experience will be afforded in Problems of 
harmonic rhythm, modulation， Phraseology, and the relation of the 
harmony ro the form. 

Some practice should be had in harmonic writing with three parts 
and with fve Parts. The student will use these media in his study 
of counterpoint, but there, the emphasis being on the lines, he wil 
Probably never use any but simple chords. No new Principle is in- 
volved in arranging harmony for three or five voices. Comparison 
of examples of such writing with the basic four-part background 
will be helpful. 

For exercises in harmonization， good material can be found in 
existing treatises， although as a rule the given parts are too short for 

3o5 


FF of the foregoing chapters has, of necessity, ]aid emphasis 
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the Present purposes. Additional phrases can be constructed by the 
Student to lengthen the exercises. Parts Imay be selected from stand- 
ard works for harmonization and subsequent comparison with the 
composer's score. These Parts may be soprano or bass，and for 
Variety even an inner voice Imay be taken so that both Soprano and 
bass are to be constructed. 

When a fair degree of facility in manipulating the harmopic ma- 
terial js achieved, some writing may be done in instrumental style, 
for the piano or for combinations of instruments. It is well to insist, 
however that the prime object is the Study of harmonic practice 
rather than of idiomatic instrumental writing. 

Finally, on the basis of a secure knowledge of the common Prac- 
tice of composers in the eighteenth and nineteenth centuries，one 
turns to the application of this norm as a means for further harmonic 
study in rwo main directions. The first of these directions is toward 
the study of the individual Practices of the individual composers 
during the Period， Tepresented by their departures from，or con- 
formity with，rhe norm of common Practice. The second is the 
investigation, in much the same way, of harmonic Procedure in the 
rwentieth century. Here rhe evolutionary aspect should be stressed， 
effort being made to uncover the lines of development from the 
norm of common Practice to the new means employed. 

工 he writer is aware that what has been outlined briefly in a few 
Sentences amounts ro virtually an endless assignment. It is not to be 
denied that the acquisition of a consummate knowledge of the Prac- 
tice of composers is a lifetime's work。 47ry /ozga，Vita byrevif， but 
consolation may be derived from the thought that intellectual and 
artistic rewards are to be had at all stages along the way. 


SUPPLEMENTARY EXERCISES 


CHAPTER ONE 


IName rhe following intervals: 


1 站 


2. For each of the following intervals, determine the scale which 
contains both tones， More than one scale is to be found for each 
interval. 


mr 元 #e a 

ga 
一 IT 三 拼 < 
3 b c d e 人 


3. For each of rhe following four-note fragments， determine the 
scale which contains all four notes: 
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CHAPTER TWO 


玫 eeping in each case the note G-sharp as top note of the triad， 
write in four parts the following chord forms: 
. amajor triad in first inversion, with its ffth in the soprano 
b, a dissonant triad with its third in the soprano 
c. atriad in second inversion, in the key of 下 
d. a triad whose root is the mediant of a minor scale 
e 
f 


加 


.atriad in open Position， with is root in the soprano 
.aminor triad in close Position 

g. an augmented triad with its third doubled 

h. a'consonant triad in the key of B minor 

1 a diminished triad in major mode 

ja triad in first inversion, with subdominant in the bass 


CHAPTER THREE 


Add soprano, alto, and tenor Parts to the following basses, mak- 
ing four-part harmony,. Use only triads in root Position, and work 
out two versions for each given bass. 
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CHAPTER FOUR 


I. In which ronalities is 上 -fat a modal degree? a tonal degree? 
Answer the same questions for the notes F-sharp，B，G-sharp, and 
D-fat. 

2. Rewrite the following progressions， changing those that are 
major ro minor, and those that are minor to major, 


CHAPTER FIVE 


Harmonize the following basses in four Parts. 


3I0 HARMONY SUPPLEMENTARY EXERCISES 3II 


CHAPTER SIX 民 禾 竹 三 宇 = 三 : 三 三 三 去 胡 


Harmonize the following basses in four Parts, using triads in root 


Position. In these exercises Pay Particular attention to the differentia- 。 
tion of harmonic and melodic rhyrhms. 娠 芋 三 二 三 
cs 
瑟 ; 


2. Add three upper voices to the following bass. 


本 和 
CHAPTER SEVEN 


I. Harmonize the following soprano melodies， using trriads in root 


asiaar 全 = 三 三 和 三 三 三 王 三 三 三 三 三 = 三 二 三 三 二 三 三 | 
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CHAPTER EIGHT CHAPTER NINE 
Harmonize the following basses and soprano melodies, using only I， Write out the four-part harmony indicated by the following 
triads in root Position. The location of the pivot chord for each figured basses. 


modulation is shown by # . 
三 :和 三 
9 司 , 旦 生生 于 直下 村 蔡 四 “| 主语 王 导 全 全 


| 2. Harmonize the following unfigured bass, introducing chords 
e. 下 汪 王 汉王 二 二 三 三 三 芋 三 王 - 王 - of rhe sixth where appropriate. 
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3. Harmonize the following melodies， using triads in root Position 
and in first inversion. 


三 三 三 2 
三 
本 三 三 三 三 
生生 三 三 三 三 三 = 三 = 三 三 三 三 


CHAPIER TEN 


1I， Work out the following fgured basses in four parts. 

Astraight line Placed after a figure means that the note represented 
by the fgure is maintained in the harmony to the end of the line， 
regardless of the change of bass. For example, in the first measure of 
the first given bass the tonic triad in first inversion is indicated for 
two beats of the measure. In the second measure the fgures call for 
the notes A and 下 , so the harmony is dominant and the D is seen to 
be a suspension. Other nonharmonic tones Imay be introduced in 
addition to those indicared by the fgures. Roman numerals identify- 
ing the root should be placed under each chord in all exercises. At- 
tention is called to the modulation to the dominant key in the second 
given bass. 
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Cemass RE 
三 和 三 王 三 三 三 三 三 三 三 三 三 = 三 三 三 
6 一 -一 一 古 6 5 一 6 
2 8 2 一 3 
肚 三 
5 一 6 一 5 6 5 6 避 5 6 
2 一 3 一 2 3 光 -于 
Andantino 


6 和 6 多 了 外 5 和 
Adagio 
4 一 4 一 -6 一 6 一 一 
5 亲 6 6 5 5 6 
6 6645 6 5 一 一 565 一 6 一 6 一 一 
4 2## 一 打 


2. Harmonize the following soprano and bass Parts, after careful 
analysis to determine which tones are to be interpreted as non- 
harmonic, 

下 
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Andante 


逢 于 生 二 站 


咯 4 5 考 8 并 


秋生 和 


Allegretto 


和 65 一 一 ee 下 名 
| Andantino Allegro 
全 :9 三 王 沁 
6 6 全 


| 入 汪 三 三 二 三 三 三 汪 三 三 三 三 三 三 三 三 三 = 三 9 二 
三 二 三 三 三 三 = 三 三 三 三 = 


2. Harmonize the following soprano and bass parts, At least five 
Six-four chords are to be introduced into each exercise. 


CHAPTER ELEVEN 


I. Work out the following figured basses in four Parts. 
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生生 和 在 EEEEEE 
:三 
三 半 二 三 三 三 三 三 :三 三 :三 三 :3 


Allegro 


2 三 三 三 三 三 三 三 三 三 三 
二 三 三 王 三 三 三 三 三 三 三 三 三 三 三 三 三 三 三 三 三 三 | 


2. Harmonize the following bass and soprano Parts， after ana- 


CHAPTFER TWELVE lyzing them to decide upon the type of cadences they contain . 


I. Work out the following fgured basses in four Parts. 
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Allegro 


三 
三 二 2 和 三 二 三 3 三 = 主 三 = 二 :2E| 
生 汪 三 = 二 三 三 三 三 王 = 生生 = 三 三 三 三 
一 三 生生 汪 :三 三 三 三 
三 三 三 三 三 三 三 三 三 王 


CHAPTER THIRTEEN 


I， Work out the following figured basses in four Parts. 


归 一 - 生 6 一 6 一 7 一 
3= 和 


) 
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二 三 三 = 三 三 三 三 二 三 
2 和 人 一 一 
Allegro 
下 
人 外 
下 二 汪 本 
三 三: 王 三 三 三 :三 三 三 三 = 三 | 
5 一 6 6 4 6 6065 46 62 6 65 7 


2.， Harmonize the following bass and soprano Parts, introducing 
dominant seventh chords where appropriate，Use at least eight 
dominant seventh chords in each exercise. 


ee ER 
生生 主 二 三 和 三 三 二 了 = 三 = 三 = 
二 二 和 = 二 三 三 


33 坟 


Allegro 
ET 三 大 三 := 三 | 


Andantino 
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Andante 


2. Harmonize the following bass and soprano Parts， employing 


Secondary dominant chords where approPriate. 


HARMONY 


CHAPTER FOURTEEN 


Andante 


Allegro 


Moderato 


I，WVork out the following fgured basses. 


322 
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SUPPLEMENTARY EXERCISES 3 


CHAPTER FIFTEEN 


I， Work out the following fgured basses. 


Andante 


2. Harmonize the following bass and soprano Parts, introducing 


jrregular resolutions of dominant seventh chords and of secondary 


dominants. 


Allegro 


“ 下 下 于 经 皇 生 皇 皇 S 征 和 和 让 


5 二 有 持 于 时 二 下 棕 生 皇 失 全 站 


三 三 三 : 汪 :2 和 皇 三 = 汪汪 


Lento 


Le 


4 型 征 芋 你 站 和 


三 芭 2 三 二 三 
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Tranquillo 
:二 生生 汪汪 二 汪 和 三 皇 下 的 
素 兴 素 兴 溺 
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Andante 


CHAPTER SIXTEEN 3 Harmonize the following bass and soprano Parts employing 


diminished seventh chords where appropriate. 
I， Work our the following figured bass. 


Andantino ”一 


:二 二 2 三 = 三 
:二 址 省 计生 汪 有 


2. Harmonize the following bass and soprano Parts, introducing 
diminished seventh chords at # . 


328 HARMONY SUPPLEMENTITARY 了 XERCISES 329 


CHAPTER SEVENTEEN CHAPTER EIGHTEEN 


I， Work out the following figured bass. I. Work out the following fgured bass. 


2， Harmonize the following bass and soprano Parts，At 关 use 


2， Harmonize the following bass and soprano parts. At # use in- ， : 
g P 四 中 complete dominant ninth chords. 


complete major ninth chords. 


Adagio Allegretto 
二 三 三 三 三 三 = 三 | 二 三 三 
-3 
兴 


Andante 


* 医生 生生 二 二 二 生生 竺 泣 基 省 
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CHAPTER NINETEEN 


I. Work out the following figured basses. 


2. Harmonize the following basses，the first modulating，the 
Second nonmodulating. 


Adagio 
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Con moto 


二 三 三 三 三 三 三 三 ; 王 三 三 三 3 三 三 3 生 三 三 | 


3.， Harmonize the following soprano melodies containing modu- 
lating sequences. 


Andantino 一 


GZ j 


三 三 三 二 三 三 三 三 三 三 


三 = 
全 三 三 三 生生 二 三 王 三 三 王 王 


AR 


让 三 三 三 三 王 三 三 三 三 三 三 = 三 三 三 三 三 
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CHAPTER TWENTY 


I， Work out the following fgured basses. 


Allegretto 


三 三 王 三 3 于 和 于 计 


7 987 766 7 
(el 5 


外 二 三 三 = 三 三 三 下 于 王 三 :| 
4 打 4634 464 464 4 7 6 
: 253 253 253 25 4 5 


2，Harmonize the following bass and SOPrano Parts， At # UsSe 
Secondary seventh chords. 


Andante 
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3. Harmonize the following bass and soprano Parts， introducing 
secondary seventh chords where apProPrlate, 


Allegro 
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CHAPTER TWENTY-ONE 


I， Work out the following fgured bass. 


三 委 到 到 至 三 二 二 :汪汪 淘 
3 


se 
上 一下 二 


和 寺 一 


2. Harmonize the following bass and SOPrano Parts. At # intro- 
duce a ninth， eleventh, or thirteenth chord effect. 


Andante 


Allegro 


3. Harmonize the following bass and Soprano Parts, using ninth， 
eleventh, and thirteenth chord effects where apPropriate. 
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Andante _ 
-2 汪汪 EEEEEPEEEEE 扫 


Adagio 


CHAPTER TWENTY-ITWO 


I.， Work out the following fgured basses. 


Allegro 


CZ- 
5 生生 


7 6 


天 于 生生 和 于 于 每 至 
1 有 - 
2 三 二 二 三 王 二 | 
和 
二 主 三 
可 二 人 人 和 多 多 
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Andantino 


SUPPLEMENTARY 王 XERCISES 


Moderato 


2. Harmonize the following bass and soprano Parts，At # use 


Neapolitan sixth chords. 


号 
吕 
奖 
已 
忆 
节 
刀 
员 
已 
加 
加 
只 局 
8 .8 台 
之 是 
乙 SS 六 
3 忆 总 
马 巴 玫 
色  B 之 吕 
百 马 王 Bo 
由 忆 到 
叫 电 缀 
各 名 .SS 
号 8 巴 。 六 
8 名 
三 本 
吕 
习 工 电 
昌 吕 世 口 已 
号 @ 总 
中 所 8 
< 辣 名 
中 2 这 也 
忆 三 羡 
NS ， 
二 -< 总 。 
rm 妓 总 
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CHAPTER TWENTY-FOUR 


I. Work out the following 和 gured basses. 


Moderato 


3 一 4 人 


三 主 主 三 


人 


2， Harmonize the followin 
chords of the augmented sixth. 


g bass and SOPrano Parts，At 关 Use 
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CHAPTER TWENTY-FIVE 


I， Work out the following figured basses. 


Andantino 
人 二 5 


54.6 
= 和夫 E 才 圭 过 华 
色 
= 
= 全 对 
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2. Harmonize the following bass and soprano Parts. Introduce 
chromatically altered chords wherever Practicable and Possible of 
explanation by reference to the Principles of common Practice 
harmony. 


INDEX 


Accented Passing-tone, Io3 

Accidentals，99，I5go， 255 

Accompaniment， 45 

Alrered chords, 259, 293, 3o2 

Altered fifrh, 256, 289, 295 

Anacrusis, 42，53,，6o, 139，214 

Anticipation，113，14o,，168, 249 

APppoggiatura, I03,，I07, 10o9, 117, 129， 
139，20I，205，229，232，240，249， 
248，256，272，279，284，285，298 

Appoggiarura chord，rog，I26，iz9， 
132,，170, 183, 296, 298, 3oo 

Appoggiatura six-four chord， rzo 

Attendant chords, 151 

Augmented sixth， 256,，278，29o, 297， 
3oo 

Augmented triad, r9 

Authentic cadence, 6o, 74, 79, 125 

Author's harmony, 68 

Auxiliary chord, ro6 

Auxiliary tone, 1og, 11I, 1I2, 258 


Bach,， 38,， 41，42，46,， 8o, 98，Io5，129， 
134, 136, 146, 157, 165, 18I, 198, 2o1， 
208, 220, 230, 233, 234, 236, 292，257， 
261，266 

Balance，15 

Bar-line, 40, 48, 6D, 7o, 118, 3oz 

Basso contcinuo, 99 

Beethoven,，37，39，44，48，5o，52，59， 
62, 66, 91, 96, 1o4, 1o7, IIo, 118, 129， 
133, 149, 151, 156, 157, 167, 17I, 185， 
202,， 203, 20g, 213， 214, 217, 232, 24I， 
242, 245, 246, 247, 248, 257, 26I, 263， 
266, 267, 269, 270, 274, 275, 28o, 285， 
289, 296, 297 

Berlioz， ro6, 23o 

Bizet，1o8，16o 
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Borrowed chords, 150 259 

Brahms, 3o, 42，53，57,，59,， 89, 9D 94， 
95，Io8,， II II12，129， 132，139，166， 
169, 172,， 18o, 18I, 193, 199， 20D 219， 
220 229, 231, 233，249， 246, 247, 248， 
250, 292,， 258, 271, 279, 282, 286, 287， 
297,， 299, 3oI, 302 

Broderie, 1o7 

Bruckner，159 


Cadence, 6o, 69, 73，125 

Cadenrial formula， 136, 269 

Cadential six-four chord，rr7，12 间 
259,， 28T 

Cambiata, 112, 129 

Cherubini，17o 

Chopin, 37, 46, 93，58, 94, 97, 105, 109， 
II3，I130, 167, 172，182, 185, 194, 209， 
208, 217, 231, 249, 290, 251, 270, 27D 
272,，273，276, 283,， 287, 3oo 

Chorale, 6 

Chord connection, 2o, 2 

Chords of the sixth, 87 

Chromatic alteration，77，152，17D 
255，282，293，294 

Chromatic chords, 293 

Chromatic mode, 39 外 

Chromatic passing-tone, 189, 299, 294 

Chromatic scale, 3, 29, 3o 

Classification, of intervals, 14 

Clefs， 196 

Close Position, 14, 22 

Compound intervals, 6 

Conjunct motion, 23 

Consonant intervals, 6 

Contrapuntal inversion, 7 

Contrapuntal material，roz 

Contrary motion, 24, 25 
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Counterpoint，25，44,， 1o3 
Cross relarion，26，95，153，158，165， 
259，266 


Debussy, 225 

Deceprive cadence, 132，134, 139， 194 

Delayed resolution,， z42 

Diabolus in musica, 2 

Diminished fifth， 2z99 

Diminished seventh chord，176，189， 
194,， 209，256,，261，267 

Diminished triad, r9 

Direct fifth, 25，142，287 

Direct octave, 25, 9o, 142 

Disjunct morion, 24 

Dissonance, 7，!I,， go, 217 

Dissonant chords，go，165，2ol，229， 
287 

Dissonant inrervals, 6, 7, 117, 165 

Dissonant rriads, 18, 19, 139 

Dominant eleventh，246 

Dominant harmony，33，69，74，15o， 
166，176，229，288 

Dominant ninth，176，189，zoo，25D 
267 

Dominant Principle，39 

Dominant seventh，yo，138，226 

Dominant thirteenth，248，2yo，288 

Double appoggiarura，I29，24I，244， 
247，267，268 

Double auxiliary, ro6, 286 

Doubling, 13, 23, 87, 1o7, 117, 141 

Doubly augmentred fourth，279，283， 
288 

Down-beat, 53 

Drvoiak，r91，251 

Dynamic indications, go, 1o4 


所 chappke，1l2，249 

Eleventh chords， 239， 245 

王 mbellishment，1io7 

了 Enharmonic change，184，186，196， 
209,， 258 

Enharmonic equivalents，177 

Enharmonic intervals, 8 

Enharmonic notation， 169, 276 


False modulation, 273, 276 
False relation，26，153 


Family of keys, 83 

Faure, 229 

Feminine ending, 6r, 127 

Figured bass, 99 

Eormulae, 35, 39, 6o, 74, 221 

Four-parr writing，12，26，87，18o， 
20o, 239 

Franck, 34, 40 97，I13，126, 134，17D 
173，195，202，207，209，243。263， 
28I,，288, 3oo, 3ol, 3o2 

French sixth, 279 


German sixth, 279 
Grieg, 192,， 229, 242， 29o, 291 


Half-cadence，6o，73， 79，128，157， 
218, 259 

Handel, 65, 99, 113，126, 234, 270 

HHarmonic analysis, 36, 68, 75， 114 

Harmonic dissonance，138，146 

Harmonic inversion, 8 

Harmonic minor scale, 3,，153 

Harmonic progression，17, 21， 35 

Harmonic rhythm, 4r, 98, 7o, 73, 1og， 
214, 217, 234, 244, 256 

Harmonic serics，14 

Harmonic structure of the Phrase, 56 

Harmonization，67，223 

Haydn, 34, 50 93，I08,， ll2，143，182， 
I92，206，207，218, 233，235，26o0， 
284, 29o0 

HHidden fifths, 2 

Hidden octaves, 25 

Homophonic music, 45 

Hymn runes, 96 


JImperfect cadence, 127 

Imperfect consonances, 7, 117 

JIncomplete dominant seventh, 139 

Incomplete major ninth, 189 

Intcrchange, of modes， 37，16o 

Jnrervals, 3 

Jnversion, of intervals, 7 

Jnversion, of triads, io 

Irregular phrase，56 

Jrregular resolutions，163，169，18>， 
261，287 

Jtalian sixth，279 
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Key,， 29 
Key-relationship，8> 
Key-scheme, 84 

开 eyboard harmony, 22z1 
Krebs, 236, 275 


Lalo, :2o6, 2o7 

Leading-tone，18，32，108，177，229， 
2596, 284, 3o2 

Leading-tone seventh,， 235 

Leading-tone triad, 18, 83 

Liszr，1o7，155，203，262,，298, 299 


Major-minor system, 3o 

Major scale, 3, 3o 

Masculine ending, 6l, 127 

Mattheson, 232 

Mediant seventh, 231 

Melodic analysis， 68，Io3，I14 

Melodic line, 23, 1o3 

Melodic minor scale, 38,，85,，96，153， 
192，235 

Melodic progression， 23 

Melodic rhythm, 43, 44, 52，1o9, 214 

Melodic skips, 69, 9I, 1o3, 28o 

Melodic rritone,， 147 

Melody, 49, 68, 73 

Mendelssohn，38，5$7，127，I3I，149， 
1596，164，183，19I,， 239 

Merter, 41, 44，5I，I18,，214 

Minor scale, 3, 30 

Mirror-writing, 7 

Modal degrees, 32, 33，78, 88, 291 

Modality, 29 

Modes, 29, 3o, 36 

Modulating phrase, 79 

Modulating sequence，220 

Modulation, 77, 8I, 84 134,， 15o, 189， 
TI96, 209, 219, 236, 262,， 288, 3o2 

Moussorgsky, 2o9 

Mozart' 36, 42，47, 6o, 64,， 68, 79, 92， 
97, 99，Io4，Io6,， II13，II9，I2I，I22， 
135，140，157，166，168，169，18r， 
195, 202, 213, 219, 219, 244, 259, 267， 
268，269,， 272，281,， 285 


Neapoliran sixth, 777 I32，256，265， 
278 
Neighboring note, 105 


Ninth chords, 239 
Nondominant harmony, zz5g, 256, 278 
Nondominant ninth chords，24o 
Nondominant seventh chords，225 
Nonharmonic dissonance，146 
Nonharmonic tones, 67, toz, Io4 114， 
117，168，2oI，227，285，288 
Nonmodulating sequence，216，236 


Oblique motion,， 24 

Octave doublings, 19r 

Open Position, 14,， 22 

Open score, 196 

Organ point, 244 

Ornamental resolution，III，236 
Overlapping phrases，!35 
Overlapping voices, 26 
Overtones,， 14, 2o1 


了 Paradisi, 217 

了 Parallel inrervals, 24，191, 233,，28o 

Parallel morion，24，168，284 

了 Parenthesis chords，151 

了 Passing chords, gr, 98,，!33，259 

Passing modulation， 22o, 273 

Passing six-four chord，i2i 

了 Passing-tone，Io3，269 

了 Pedal, 5I， 244, 2459,， 290o, 287, 3oo0 

Perfect cadence，127 

了 Perfect consonance, 7 

Phrase, 56, 57，58,， 73，79 

Picardy third, 38 

Pivot chord, 78, 84, 134, 186, 196, 2009， 
220，262，274，288，3o2 

了 Plagal cadence,，13o,， 270 

了 Preparation, of dissonances， I49，204， 
227 

Raised submediant，259，3o1 7 

Raised supertonic，2559，273，284，297 

Rameau, 168,， 184 

Range, of voices, 13 

Ravel, 229，235 

Regular resolution， 14I， 163，228,， 279 

Rejated keys, 82 

Relative major, 8r, 83 

Relative minor, 82> 

Relative motion，24，25 

Repeated tones，2o,， 322 
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Resolution, of dissonance， I39 
及 hythm, 40, 96, 118,， rr9, 258 
Rhythmic division，23 
Rhyrhmic texture, 43 

Root Progression， 17, go 
Rossini，258 

Rust, 247 


Scales, 29 

Scarlatti，A.,，218 

Scarlatti D., 0 11io 

Schoenberg，29 

Schubert，52，63，65，13o，133， 159， 
159，163，172，184，19o， I96，2o7， 
257，272，282，289，29o, 3of 

Schumann, 459，54，58，61，66，86, 95， 
106，110，123，I31，154，158，18L， 
230,，242，243，250，268,， 288 

Secondary dominants, I50，18o，186， 
194，208，209,，217，255，262，272 

Secondary seventh chords, 226 

Sequence, 184, 212 

Similar motion，24，25，26 

Six-four chord， rr7 

Spacing，13，15，2o4 

Static harmony, 97, 6z 

Strong Progressions，48，5o 

Subdominant seventh，232 

Submediant seventh, 234, 290 

Supertonic ninth，242 

Supertonic seventh，z29 

Suspended chord, rro 

Suspension，1o9，119，r26，22o， 227， 
236,，249，279 

Symmetry,，56, 219 

Syncopation，52， 214 
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工 chaikowsky，rz6， 258 

Tempered scale, 177 

Tealeo tones，33，139，152，177， 
256,， 296,， 297 

工 exture，15,，43，44,，68，ioz, 268 

Thesis, 53, 6o 

工 hirteenrh chords，239， 248 

工 ime values, 44,，47 

工 onal center, 77, 78 

工 onal degrees, 3 33，83, 88, 15r 

Tonal functions, 3 84，282 

工 onal sequence, 216 

工 onal strength of chords, 34 

Tonality, 29, 3o, 3 34, 68, 77, 78, 83， 
84, 132，15I， 172，184, 218, 225， 272， 
278，29o，295 

Tonic eleventh, 245 

Ionic seventh，228 

Tonic six-four chord, II7 

Tonic thirteenth，252 

工 ransposition, 216, 22o 

Triads, ro, 1z, 2o 

工 ritone, 29, 99，I47,， 167, ro9z 


Unresolved appoggiatura，243，25o， 
Up-beat 42，53，113 


Voice-leading, 13, 2o, zt 9o， 152， 184， 
1I91，268，288 
Voices, 13 


Wagner，47，94，158，159，20o8，22D， 
249，260，285，297 

Weak progressions， 48，5o 

WVeber, 12o, 219, 259 

Whole-rone scale, 298 


